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TRANSLATOR'S  PREFACE 


The  wider  ground  covered  by  the  translator's  little  work 
" Living  Music,"  in  this  series,  precluded  anything  more 
than  a  passing  reference  to  the  developments  of  Modern 
Harmony.  Several  reviewers,  as  well  as  a .  number  of 
private  readers  of  that  book,  have  suggested  that  some 
further  notes  on  the  subject  would  be  welcome.  It  is  with 
no  little  pleasure,  therefore,  that  the  investigations  and 
ideas  of  M.  Rene  Lenormand  are  now  offered  to  English 
readers. 

It  may  be  of  interest  to  mention  that  M.  Lenormand  is  a 
French  composer,  born  in  1846.  Much  of  his  earlier  study 
was  pursued  without  direction,  though  he  received  his  first 
pianoforte  lessons  from  his  mother,  a  pupil  of  J.  Zimmerman, 
and  later  had  some  assistance  from  Berthold  Damcke,  a 
well-known  German  theorist.  In  spite  of  the  brief  nature 
of  his  tuition,  his  earliest  published  works  drew  attention  by 
their  workmanship  as  well  as  by  their  musical  ideas.  He 
has' devoted  his  creative  faculties  mainly  to  Songs  (in  which 
he  is  classed  by  those  who  know  his  work  best  with  MM. 
Gabriel  Faure  and  Henri  Duparc),  and  to  Chamber  Music. 
Several  of  his  songs  have  been  translated  into  English,  of 
which  his  very  modern  Seven  Melodies  may  be  mentioned, 
and  his  interest  in  British  music  has  resulted  in  some  very 
charming  arrangements  of  Irish  Melodies  for  Violin  and 
Pianoforte.  His  Suite  of  Valses  Serieuses,  his  Petite  Suite 
and  other  short  pianoforte  pieces  are  also  well  known  in 
this  country. 

M.  Lenormand  is  the  founder  and  director  of  a  Society, 
"Le  Lied  en  Tous  Pays,"  which  has  for  its  objects  the  pres- 
entation of  French  Songs,  and  the  making  known  in  France 
of  modern  songs  of  other  countries.  On  one  occasion,  an 
entire  evening  was  devoted  to  the  young  British  school,  and 
Works  by  this  school  frequently  figure  in  the  programmes. 

It  is  only  in  recent  years  that  M.  Lenormand  has  joined 
himself  with  those  who  are  studying  the  latest  phases  of 
modern  musical  Evolution.  His  "  Etude  sur  THarmonie 
Moderne,"  of  which  this  Book  is  a  translation,  has  aroused 
much  discussion,  and,  at  the  same  time  has  won  for  its 
Author  high  tributes  alike  from  partisans  and  opponents. 


iv  TRANSLATOR'S  PREFACE 

The  present  publication  claims  to  be  no  more  than  a  bare 
translation.  It  would  be  possible,  working  on  the  lines  laid 
down  by  M.  Lenormand,  to  give  examples  of  the  develop- 
ment of  harmonic  writing  in  England  and  in  Germany. 
For  various  reasons  this  has  not  been  considered  advisable. 
One  point  may  be  noticed  in  this  connection.  Each  country, 
without  necessarily  being  behind  other  countries  in  general 
matters,  has  specialised  in  some  technical  development.  To 
France  has  fallen  that  of  Harmony;  to  England  that  of 
Choral  Effects;  to  Germany  that  of  visualised  and  associated 
music. 

While,  therefore,  the  reader,  whatever  may  be  his  position, 
whether  a  professor  with  all  the  technicalities  of  the  Art  at 
his  easy  command,  or  the  student  fresh  from  labouring 
through  the  text  books,  may  be  urged  to  study  other  music 
on  these  lines,  it  is  not  inappropriate  that  the  examples  first 
given  should  be  selected  from  the  works  of  the  young  French 
school. 

HERBERT  ANTCLIFFE. 
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As  human  sensibility  modifies  itself  ceaselessly  during  the 
course  of  the  centuries,  Music,  its  faithful  interpreter, 
evolves  side  by  side  with  it.* 

A  deep  study  of  the  continual  transformations  of  the 
musical  art  would  be  out  of  place  in  this  work,  which  is  of 
an  essentially  modern  character.  We  leave  on  one  side  the 
music  of  the  Ancient  Greeks,  and  also  that  of  the  Middle 
Ages,  and  consider  only  the  great  evolution  of  the  seven- 
teenth century.**  This  laid  the  foundations  of  the  musical 
theory  still  used  in  our  own  days,  and  in  its  results,  is  of  the 
highest  importance.  It  was  this  that  made  possible  the 
brilliant  achievements  of  the  18th  and  19th  centuries. 

Whether  they  wish  it  or  not,  all  those  who  think  musically 
are  more  or  less  impregnated  with  the  idioms  of  that  phase 
of  the  art. 

But  the  page  on  which  are  inscribed  the  illustrious  names 
of  Bach,  Mozart,  Beethoven,  Schumann,  Wagner,  etc.,  has 
scarcely  been  turned,  when  already  new  formulas  appear, 
which  no  didactic  work  has  yet  set  in  order.*** 

The  result  of  this  state  of  things  is  that  young  musicians 
learn  the  practice  of  their  art  following  the  rules  of  the  older 
technique,  and  then  find  themselves  out  of  their  bearings 
when  they  would  write  in  the  modern  style;  from  which  it 
arises  that  they  fall  into  exaggerations  for  lack  of  the  in- 
struction appropriate  to  contemporary  musical  thought. 

"But,"  say  the  theorists,  "the  teaching  which  we  hold 
rests  on  immutable  bases."  This  assertion  is  disputable. 
Is  it  not  a  little  dangerous  to  speak  of  the  immutability  of  a 


*  In  our  days  this  evolution  proceeds  so  rapidly  that  a  composer, 
arrived  at  the  close  of  his  career,  has  the  sadness  of  being  no  longer  in 
communion  of  idea  with  the  young  composers,  unless  he  has  kept  his 
mind  open  to  the  constant  transformation  of  the  art.  It  is  a  curious 
fact  that  the  majority  of  the  elder  musicians  take  sides  against  the  new 
forms.  Sincere  and  true  artists  —  they  are  that,  surely  —  should,  it 
would  seem,  take  a  passionate  interest  in  the  evolution  of  the  art. 
But  these  conclude,  doubtless,  that  their  works  mark  a  definite,  irre- 
vocable condition. 

**  Evolution  commencing  from  the  16th  century. 

***  In  this  search  for  new  formulas,  each  race  seems  to  wish  to 
affirm  its  personal  genius,  by  freeing  itself  from  German  art. 
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system  which  relies  on  an  artificial  scale?  At  the  present 
time  this  system  consists  of  thirty-one  sounds  comprised 
within  the  compass  of  an  octave.  As  a  matter  of  fact  these 
thirty-one  sounds  are  reduced  to  twelve  by  the  convention 
of  temperament* 


*  Although  the  system  of  temperament  may  be  known  to  all,  we 
think  it  may  be  useful  to  recall  it.  If,  starting  from  a  G\?\>,  a  series  of 
rigorously  exact  ascending  5ths  is  built  up,  the  31  actual  sounds  which 
constitute  our  system  will  be  obtained.  The  whole  of  the  "Traite 
d'harmonie"  of  Gevaert  (published  by  Lemoine)  is  based  on  that  series 
of  fifths.  Whatever  may  be  the  note  taken  as  the  point  of  departure, 
at  the  twelfth  successive  fifth  it  will  be  perceived  that  the  sounds  no 
longer  agree  with  the  octave;  so  that  in  bringing  these  31  sounds  within 
the  compass  of  the  octave  none  is  the  equisonant  of  the  other  (see 
Fig.  I).  There  has  thus  been  made  a  compromise  or  mean  in  order  to 
have  but  twelve  sounds  to  the  octave  (Fig.  II).  This  convention, 
which  was  made  scientifically  about  1700,  has  been  called  tuning  by 
equal  temperament.  Guido  d'Arezzo  must  have  practised  temperament, 
but  it  was  not  until  later  that  Mersennus  and  afterwards  Loulie  and 
Sauveur  put  forward  some  scientific  explanations.  Rameau  brought 
these  to  a  more  perfect  development  about  1720  in  order  afterwards  to 
devote  himself  to  the  study  of  harmonics  (Fig.  III). 
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In  other  words,  we  write  music  as  if  we  had  thirty-one 
sounds  at  our  disposal,  and  we  execute  it  by  means  of  twelve 
sounds. 

At  the  present  time  composers  content  themselves  with  a 
rejuvenation  of  the  classical  theory.  It  may  be  a  day  will 
come  when  they  will  weary  of  the  false  combination  in  which 
conception  and  execution  are  different  one  from  the  other.* 
But  then,  on  which  side  will  they  find  themselves? 

Continuing  to  accept  the  thirty-one  sounds  and  repu- 
diating the  temperament,  will  they  demand  un tempered 
instruments?  That  would  be  logical,  but  it  would  revo- 
lutionise the  manufacture  of  instruments. 


In  the  above  table  (Fig.  I)  we  represent  the  relative  pitch  of  the 
different  sounds  according  to  the  feeling  of  musicians,  but  while  these 
maintain  that  C#,  for  example,  is  higher  than  Db,  the  physicists  affirm 
the  contrary.  This  contradiction  may  perhaps  be  explained  if  we  admit 
that  the  semitone  resulting  from  the  calculation  of  the  physicists  has 
not  the  same  origin  as  that  of  the  musicians. 

In  the  bulletin  No.  2  (1908)  of  the  Institut  Psychologique,  M.  Jean 
Marnold  has  made  an  interesting  communication  as  to  the  possibility 
of  bringing  the  musician  and  the  physicist  into  agreement.  Incident- 
ally he  reproaches  composers  for  their  ignorance  in  the  matter  of 
acoustics.  Perhaps  they  are  wrong  in  taking  too  little  interest  in  this 
question;  but  what  can  they  do,  if  it  is  not  to  be  connected  with  tem- 
perament, while  waiting  for  the  theorists  to  understand  each  other 
sufficiently  to  give  them  a  logical  system  in  which  theory  and  practice 
shall  be  in  agreement? 

*  Musicians  who  play  instruments  with  variable  sounds  justify 
themselves  by  saying:  "We  do  not  play  the  tempered  notes;  we  play 
the  music  as  it  is  written."  This  is  perhaps  true  of  the  string  quartet, 
or  any  other  groups  not  comprising  instruments  with  fixed  sounds, 
but  it  is  very  highly  contestable  whenever  the  two  kinds  are  used  in 
combination.  An  orchestra,  when  it  accompanies  a  concerto  for  the 
piano  —  an  instrument  with  fixed  sounds  —  is  compelled  to  play 
tempered  sounds  if  it  does  not  wish  to  play  out  of  tune. 

Besides,  an  orchestra  comprises  some  instruments  of  fixed  sounds; 
if  some  artists  were  to  play  the  Pythagorean  sounds,  as  they  claim,  the 
others  playing  the  tempered  sounds,  the  effect  would  be  very  disagree- 
able; while  if  a  third  class  of  instrumentalists  played  the  natural 
sounds  it  would  result  in  incredible  discord.  The  imperfection  of  the 
auditory  organ  of  some  would,  perhaps,  enable  them  to  bear  it,  but 
reason  could  not  allow  it.  And  as  for  Chamber  music  with  the  piano; 
would  composers  and  virtuosos  who  have  passed  their  lives  composing 
and  playing  music  for  piano  and  string  instruments  really  have  borne 
this  continual  dissonance,  if  it  had  been  actually  produced?  And 
Vocal  music!  In  his  "Principes  du  Systeme  musical  et  de  l'Harmonie" 
(J.  Hamelle),  M.  Anselme  Vinee  says:  " Contrary  to  a  common  opinion 
it  is  physiologically  impossible  for  the  voice,  accompanied  by  an  instru- 
ment of  unchangeable  sounds,  to  emit  tempered  intervals.  When  its 
natural  intonation  leads  to  a  sound  in  discord  with  the  note  fixed  at 
the  moment,  a  union  must  quickly  be  produced,  but  always  by  flexion." 
Without  entering  into  the  learned  considerations  of  M.  Vinee  (see  his 
treatise,  pp.  41  and  64),  it  suffices  in  the  present  case  that  we  state  the 
fact  of  this  union. 
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Will  they  shape  their  thought  to  the  scale  of  natural 
sounds,  with  its  harmonics  not  included  in  the  present 
system?     The  attempt  has  just  been  made.* 

Will  they  adopt,  in  theory,  the  division  of  the  octave 
into  twelve  equal  semitones,  as  it  in  practice  exists  for 
instruments  with  fixed  sounds?  That  would  not  change  the 
sound  of  the  music,  but  would  modify  the  theory  and  banish 
the  accidental  signs  #,  b  and  fl.**  This  would  be  the  end  of 
the  system  of  thirty-one  sounds,  and  also  of   temperament. 

In  any  case,  it  is  impossible  that  theoretical  music  and 
practical  music  will  not  end  by  coming  into  agreement  with 
each  other.  One  can  foresee  that  this  will  not  be  done  with- 
out severe  struggles.  "The  time  has  not  yet  arrived"  say 
the  professors;    "one  must  learn  one's  trade  well  with  the 

For  us,  although  the  voice  and  the  instruments  with  variable  sounds 
can  execute  the  thirty-one  sounds  of  our  theoretical  system,  it  seems 
proved  that  as  soon  as  an  instrument  of  fixed  sounds  is  heard  simulta- 
neously with  them,  all  artists,  instinctively,  sing  and  play  the  tempered 
note  : — that  is,  as  we  have  said  before,  interpret  through  the  medium  of 
twelve  notes  that  which  is  written  for  thirty-one  notes.  That  state- 
ment, carefully  checked,  would  be  of  great  importance  to  the  partisans 
of  the  theoretical  division  of  the  scale  into  twelve  equal  spaces. 

*  The  Russian  composer,  Scriabine,  in  his  "Prometheus"  for 
orchestra,  has  just  written  the  novel  scale 

C,  D,  E,  F#,  A,  Bb. 
formed  of  the  8th,  9th,  10th,  11th,  13th  and  14th  harmonics  (see  Fig.  3, 
page  vi) ;  the  orchestra  does  not  play  the  tempered  sounds,  it  plays  the 
natural  sounds  by  taking  count  of  the  actual  pitch  of  numbers  11,  13, 
and  14.  "Musique  a  Moscou";  Nicolas  Petroff;  Monde  Musical;  30th 
June  1911. 

**  In  the  "Cours  de  Composition  Musicale,"  of  M.  Vincent  d'Indy 
(Vol.  I,  1902,  Durand),  his  collaborator,  M.  Auguste  Serieyx,  gives  in 
a  note  (p.  62)  some  personal  ideas  on  the  suppression  of  the  accidental 
signs  (#,  b,  tl),  by  the  employment  of  a  staff  of  which  each  degree  (line 
or  space)  represents  invariably  a  tempered  semitone. 

More  recently,  M.  Menchaca,  an  Argentine  theorist,  has  brought 
forward  a  system  of  notation,  which  we  cannot  explain  here,  but  the 
result  of  which  is  the  division  of  the  octave  into  twelve  equal  intervals. 

The  names  chosen  by  M.  Menchaca  for  his  scale  of  twelve  degrees 
are:  do,  dou,  re,  ro,  mi,  fa,  fe,  sol,  nou,  la,  se,  si.  Some  of  these  may  be 
replaced  with  advantage,  for  they  seem  to  suggest  a  certain  relation 
between  the  notes,  which,  under  these  conditions  ought  not  to  exist. 
This  theorist  himself  makes  the  observation  that  a  certain  number  of 
vibrations  produces  a  fixed  sound,  and  that  there  is  no  reason  for  con- 
necting that  sound  with  its  neighbours.  "Each  sound  is  or  is  not;  it 
has  a  physical  existence  which  cannot  be  modified."  "Systeme  Musical 
Menchaca"  (Pleyel,  Lyon  &  Co.) .  The  scale  of  twelve  degrees  suppresses 
the  accidental  signs:  "The  #  and  the  b  are  of  all  known  musical  char- 
acters the  most  vexatiously  conventional." 

The  first  difficulty  to  be  overcome,  if  a  change  of  system  is  to  be 
arrived  at,  will  be  to  find  a  mode  of  notation  for  this  scale  of  twelve 
degrees  —  that  of  M.  Menchaca  would  appear  to  be  difficult  of  appli- 
cation to  polyphonic  music.  The  problem  does  not  appear  to  be 
insoluble,  and  we  know  that  on  many  sides  attempts  are  being  made  to 
solve  it. 
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present  system/'  Without  doubt,  but  it  is  to  be  wished 
that  it  should  be  done  under  such  conditions  that  once  the 
studies  are  completed  the  creative  faculty  shall  not  be 
forced  into  a  groove.* 

In  matters  of  art  it  is  dangerous  to  learn  to  do  as  others 
do.  Certainly  it  is  necessary  to  consult  tradition  in  order 
to  interpret  the  masterpieces  of  the  past;  but  to  invoke 
tradition  when  it  is  a  question  of  creating  —  is  not  that  a 
false  way  which  can  only  lead  to  a  plagiarising  of  one's 
predecessors? 

To  return  to  Modern  Harmony:  that  which  makes  the  new 
school  particularly  interesting  is  the  considerable  effort  it  is 
making  to  free  itself  from  the  laws  of  the  older  technique 
without  having  any  other  guide  save  the  intuition  of  a  new 
idea  of  beauty.  Certain  authors  —  and  this  is  a  widespread 
idea  in  the  world  of  amateurs  —  imagine  that  in  these  days 
one  can  write  "no  matter  what."  They  misunderstand  the 
character  of  the  evolution  of  to-day.  The  most  daring  com- 
posers are  all  technicians  of  the  greatest  ability.**  Those 
who  unite  to  such  mastery  the  greater  gift  of  a  truly  musi- 
cal temperament  bring  themselves  naturally  to  the  first 
rank.  The  others,  complicating  the  harmony  simply  with 
the  pleasure  of  the  grammarian,  class  themselves  rather 
among  the  theorists  than  among  the  creators,  which  never- 
theless assures  them  an  important  place. 

The  harmony  called  modern,  considered  as  a  means  of 
technique  does  not  suffice  to  constitute  a  modern  music. 
Such  compositions,  where  are  to  be  found  gathered  together 
all  the  new  devices,  often  give  only  a  negative  impression. 
On  the  other  hand,  some  works  based  on  harmonies  rela- 
tively simple  can  invoke  an  intensely  modern  atmosphere.*** 
Above  the  manner  of  writing  there  is,  therefore,  the  modern 
inspiration,  and  the  musicians  of  classical  education  make  a 
mistake   when   they   complicate  their   harmonies   thinking 


*  A  composer  very  much  to  the  front,  who  belongs  to  the  modern 
school,  declares  that  he  himself  has  found  several  years  of  desperate 
effort  necessary  to  get  rid  of  the  impressions  received  in  the  time  of  his 
studentship,  and  to  re-establish  his  individuality. 

**  We  speak  of  serious  and  well-instructed  artists,  leaving  on  one 
side  the  crowd  of  imitators,  with  whom  the  search  after  strange  and 
weird  harmonies  only  serves  to  hide  their  ignorance  and  absolute  lack 
of  musicality. 

***  There  are  to  be  found  many  examples  in'the  music  of  M.  Gabriel 
Faure,  who,  by  the  peculiar  and  charming  turn  he  gives  to  some  har- 
monic combinations,  which  are  relatively  little  complicated,  is  one  of 
the  most  modern  composers  of  our  epoch.  The  precursor  of  the  move- 
ment of  to-day,  with  which  he  still  remains  associated  by  his  produc- 
tions, his  position  in  the  history  of  French  music  will  be  important. 
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thus  to  modernise  themselves.  Before  all  else  they  must 
write  with  the  sincerity  of  their  inspiration  and  of  their 
feeling. 

The  composers  who,  about  forty  years  ago,  contributed  to 
the  evolution  of  the  art  with  all  the  ardour  of  their  youth, 
fulfilled  their  duty  at  a  useful  time.  Present-day  masters 
maintain  an  obstinate  struggle  for  the  acceptance  of  the 
new  formulas  which  are  imposed  on  them  by  the  inevitable 
transformation  of  all  things  —  an  irresistible  force  to  which 
they  are  compelled  to  submit.  One  may  overwhelm  them 
by  comparing  their  works  with  those  of  the  masters  of  the 
past;  but  the  question  is  not  one  of  knowing  whether  they 
are  doing  better  or  worse  than  their  predecessors.  Their 
mission  as  composers,  that  is,  inventors,  of  music,  is  to  mani- 
fest their  sensibility  in  a  new  language,  to  write  something 
other  than  that  which  has  already  been  written. 

The  new  school*  makes  itself  known  by  works  of  a  pecu- 
liar charm,  which  are  not  without  some  affinity  with  other 
more  pretentious  and  unmusical  productions.  Must  there 
be  seen  in  these  only  a  refinement  of  the  older  art,  or  are 
they  to  be  considered  as  the  beginning  of  a  new  art?  It  is 
difficult  to  foresee  the  answer  which  our  descendants  will 
make  to  these  two  questions.**  As  to  those  who  imagine 
that  a  return  will  be  made  to  the  past,  or  who  think  that 
a  new  genius  will  be  brought  to  light  through  the  medium 
of  the  technique  and  aesthetic  of  the  past,  their  illusion,  we 
believe,  is  complete.  There  can  no  more  be  a  new  Beethoven 
than  there  can  be  a  new  Christopher  Columbus. 

While  waiting  for  the  didactic  work  which  will  build  up,  it 
may  be,  a  new  musical  system,  it  has  seemed  to  us  interest- 
ing to  extract  some  of  the  most  typical  harmonic  examples 
that  we  have  met  with  in  the  works  of  modern  authors. 
We  must  ask  the  young  harmonist  who  may  read  this  little 
book  to  consider  it  as  a  document  of  transition  between  the 
treatises  of  the  past  and  those  of  the  future,  as  a  sort  of 
inventory  of  modern  harmony;  as  a  landmark  planted  in  a 
vast  field  of  sonorous  vibrations  which  musicians  have  been 
indefatigably  clearing  for  more  than  twenty-five  centuries. 

RENE  LENORMAND.*** 


*  By  the  audacity  of  his  harmonies  and  also  by  their  charm  and 
musicality,  M.  Debussy  may  be  considered  as  the  chief  of  this  school. 
Doubtless  he  had  his  precursors,  he  has  his  emulators,  he  will  have  his 
successors;  but  the  score  of"Pelleas  et  Melisande  "  marks  an  epoch  in 
the  history  of  the  art. 

**  See  Chap.  XII.     Conclusions. 

***  I  owe  an  explanation  to  those  of  my  friends  who  may  be  surprised 
at  the  tendencies  of  this  publication.     I  am  going  to  give  it  them,  and 
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in  so  doing  must  apologise  for  speaking  of  myself.  It  is  absurd  to 
suppose  that  musical  evolution  can  stand  still  at  any  moment  whatever 
of  its  history;  and  there  is  no  reason  for  a  composer,  whatever  may  be 
his  age,  or  whatever  his  production,  to  show  himself  indifferent  or  hostile 
to  that  evolution.  But  neither  that  which  is  nor  that  which  shall  be 
can  destroy  that  which  has  been.  I  have  therefore  been  able  to  write 
this  little  work  without  abandoning  anything  of  my  profound  admira- 
tion for  the  Masters  of  the  past,  and  without  abjuring  any  of  my  pro- 
ductions which,  good  or  bad,  remain  the  sincere  expression  of  a  feeling 
which  time  has  been  able  to  modify. 

R.  L. 
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In  order  not  to  multiply  beyond  measure  the  number  of  our 
quotations,  we  had  intended  to  confine  our  choice  to  the  most 
typical  examples  met  with  in  works  themselves  considered 
as  typical.  On  consideration,  we  have  adopted  the  plan  of 
consulting  a  large  number  of  works  in  order  to  evoke  more 
completely  the  "atmosphere"  in  which  the  modern  French 
school  lives  and  moves. 

Here  in  alphabetical  order  is  a  list  of  composers  whose 
works  are  quoted: 

MM.  Louis  Aubert,  Alfred  Bruneau,  Caplet,  E.  Chabrier, 
E.  Chausson,  Claude  Debussy,  Paul  Dukas,  Gabriel  Dupont, 
Fanelli,  Gabriel  Faure,  Alexandre  Georges,  Jean  Hure, 
Vincent  d'Indy,  Charles  Koechlin,  Rene  Lenormand,  Ernest 
Moret,  Leon  Moreau,  Maurice  Ravel,  Albert  Roussel, 
Samuel  Rousseau,  Saint-Saens,  Erik  Satie,  Florent  Schmitt, 
Deodat  de  Severac  and  Woollett. 

As  will  be  seen  by  this  list,  this  little  book  is  almost  ex- 
clusively French  in  its  scope.* 

It  goes  without  saying  that  we  are  concerned  only  with 
harmonic  facts,  or  with  modes  of  writing  which  present  a 
modern  feeling. 

We  have  no  intention  of  proposing  a  new  system  or  of 
writing  a  treatise  on  harmony;  we  present  merely  a  collec- 
tion of  examples  which  we  have  explained  as  far  as  possible 
through  the  medium  of  the  earlier  technique.** 


*  Without  any  desire  to  study  specially  modern  French  music,  we 
have  been  able  to  gather  together  an  ample  collection  of  curious  har- 
monies, by  consulting  the  works  of  foreign  authors  such  as  Moussorg- 
sky  for  Russia,  Richard  Strauss  for  Germany,  Cyril  Scott  for  England, 
Kodaly  for  Hungary,  etc.  We  scarcely  venture  to  quote  Mr.  Arnold 
Schoenberg  of  Vienna,  whose  works  are,  so  far  as  we  are  concerned, 
completely  unintelligible. 

**  In  order  to  reckon  with  some  of  the  processes  of  the  modern 
school  it  will  be  well  to  refer  to  the  harmonic  series : 
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Here  will  be  found,  we  believe,  the  origin  of  a  certain  number  of 
progressions  reproved  by  classical  teaching. 
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Some  of  the  authors  quoted  have  willingly  helped  us  to 
make  a  precis  of  their  intentions,  and  to  them  we  present 
our  sincere  thanks.  If  in  these  notes  the  celebrated  names 
of  MM.  Massenet,  Dubois,  etc.,  etc.,  are  not  met  with,  it 
is  that  these  masters,  of  an  indisputable  talent,  have  doubt- 
less judged  that  the  harmonic  innovations  with  which  we 


In  no  case  must  any  too  definite  statements  be  based  on  the  har- 
monic series,  because,  not  only  do  the  sounds  7,  11  and  13  lack  precise- 
ness,  but  the  whole  series  may  be  found  to  be  modified  by  the  manner 
in  which  the  sounding  body  is  set  in  vibration. 

The  harmonic  series  has  been  requisitioned  in  all  possible  fashions; 
from  it  have  been  deduced  a  number  of  systems  more  or  less  ingenious, 
more  or  less  erroneous.  We  will  add  nothing  to  these  labours  of  physi- 
cists who  surpass  us  in  competence,  but  limit  ourselves  to  a  simple 
deduction  which  is  to  be  found  formulated  in  Chapter  II  and  also, 
partially,  in  Chapter  I. 

It  may  not  be  useless,  and  in  any  case  it  will  be  interesting,  to  run 
through  the  different  systems  that  sprang  up  after  Rameau.  Here  are 
the  names  of  the  authors  of  some  of  these  treatises:  —  Marpurg,  Testori, 
the  Abbe  Roussier,  Levens,  Sorge,  Pere  Valloti,  Pere  Sabbatini,  the 
Abbe  Vogler,  Knecht,  Daube,  Schroeter,  Kirnberger,  Gottfried  Weber, 
Derode,  Langle,  Reicha,  Berton,  Catel,  de  Momigny,  Blein,  Schneider, 
Jelensperger,  Fetis,  etc.,  etc.  We  stop  this  list  about  the  middle  of  the 
19th  century,  at  which  period  appeared  the  treatises  known  to  all. 
The  name  of  Rameau  dominates  this  enormous  effort;  his  theories  were 
the  origin  of  all  these  frequently  contradictory  systems,  and  remained 
in  use  until  the  coming  of  Catel. 

And  looking  over  these  older  works  several  interesting  names  are 
encountered :  — Pere  Sabbatini  among  others,  who  after  having  worked 
with  Pere  Martini  placed  himself  under  the  direction  of  Pere  Valotti, 
Maestro  di  Cappella  at  St.  Anthony's,  Padua.  Valotti  published  only 
the  first  part  of  his  treatise  {Delia  Scienza  Teorica  e  practica  della  Moderna 
Musica,  libro  primo,  in  Padova  1779)  and  it  was  Sabbatini  who  formu- 
lated the  harmonies  of  his  master.  They  did  not  fail  of  a  certain 
modern  savour  as  may  be  judged  by  the  following:  — 

To  the  common  chord  he  added  the  9th  and  presented  it  thus: 
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We  may  notice  that  the  common  chord  with  the  9th  added  —  it  is  not 
a  chord  of  the  9th  —  is  often  to  be  met  with  in  the  modern  school 
(Chap.  IV  [9]).  It  may  be  analysed  as  an  appoggiatura  sounded 
against  the  harmony-note. 

To  the  common  chord  he  added  also  the  11th,  which  may  be  analysed 
like  the  preceding:  i.e.,  as  an  appoggiatura  sounded  at  the  same  time 
as  the  harmony-note. 
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are  concerned,  were  contrary  to  their  aesthetic  principles, 
and,  save  with  rare  exceptions,  they  have  not  employed 
them. 
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Pere  Sabbatini  —  coming  at  least  two  centuries  too  soon  —  stated 
that  the  inversion  of  a  9th  was  a  7th.  So,  the  modern  school  frequently 
employs  the  9th  below  the  root  in  inversions  of  chords  of  the  9th  (Chap. 
Ill  [14]).  They  use  even  the  4th  inversion  of  the  chord  of  the  9th, 
pronounced  impracticable  by  the  classical  theorists.  (Chap.  Ill  [11] 
Chap.  XI  [19]). 


CHAPTER  I 
TWO   OR  MORE   CONSECUTIVE   FIFTHS 

By  Similar  and  Conjunct  Motion 

These  are  forbidden,  say  the  treatises  of  harmony  in  use 
to-day.  They  do  not  explain  why  a  Gomposer  should  not 
write  two  or  more  consecutive  fifths  in  similar  and  conjunct 
motion,  if  these  fifths  correspond  with  a  musical  intention 
which  cannot  be  realised  without  their  occurrence. 

It  seems  that  the  feeling  of  repose  evoked  by  that  interval, 
which  requires  nothing  after  it,  must  secure  it  against  any 
very  free  movement.  Without  attaching  too  much  impor- 
tance to  the  fact,  it  is  not  without  use  to  remember  that  the 
5th  is  the  3rd  of  the  harmonic  series.  Thus,  a  somewhat  re- 
fined ear  can  distinguish  quite  clearly  the  3rd  harmonic; 
consequently  each  time  that  a  composer  sounds  two  notes 
on  conjunct  degrees,  he  sounds  at  the  same  time  two  con- 
secutive fifths  by  similar  and  conjunct  motion: 
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This  is  an  "indication"  that  is  not  without  value,  relative 
to  the  possibility  of  using  fifths  with  the  bass.  There  should 
be  no  confusion  of  the  natural  harmonic  of  which  we  speak 
with  the  artificial  harmonics  of  the  mutation  stops  of  the 
organ. 


Besides,  fifths  have  always  been  written: 
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Melody  in  the  Dorian  mode — ancient  Greek  —  accompanied  by  the 
upper  fifth  :   Traits  d'harmonie  by  Gevaert  (Lemoine,  publisher). 


2  STUDY  OF  MODERN  HARMONY 

In  the  middle  ages  all  the  chants  and  melodies  were 
accompanied  at  the  fifth  or  at  the  fourth;  the  different  com- 
binations which  they  formed  were  designated  by  the  general 
name  of  Organum.  On  this  subject  Hucbald  wrote  with 
enthusiasm:  "You  will  see  a  suave  harmony  born  of  this 
combination."* 


** 


Nos   qui   vi  -  vi-mus  be  -ne-  di-  ci-  mus  Do-  mi-num 


Organum  FRt^ — fi>      ^       £       £      g?     -% g — ^: 

at  the  4th  g==l     *     f?—-^—^—^—^—^—s- 


Tu    pa  -  tris  sem  -  pi  -  ter  -  nus    es     fi  -  li 


Little  by  little  consecutive  fifths  were  abandoned,  and  at 
the  commencement  of  the  14th  century  we  find  them  for- 
bidden by  Jean  de  Muris.  We  must  say  that  Gevaert  has 
attributed  their  first  prohibition  to  Tinctoris  in  the  15th 
century.  Nevertheless,  Jean  de  Muris  is  very  explicit  with 
regard  to  successive  fifths. 


The  masters  of  the  period  which  immediately  preceded 
our  own  have  carefully  avoided  them.  Nevertheless,  there 
are  few  authors  in  whose  works  some  are  not  to  be  met  with. 


*  Histoire  de  la  Musique  Moderne,  Marcillac  (Fischbacher) . 

**  Kiesewetter  has  disputed  the  practical  existence  of  Organum, 
seeing  in  it  only  an  aberration  of  the  theorist.  Geschichte  der  europce- 
isch-abendliechen  or  unsrer  heutigen  Musik,  2nd  ed.  (Leipsic).  From 
all  the  evidence  it  appears  that  he  was  mistaken,  and  that  successions 
of  fifths  were  in  use  in  the  Middle  Ages. 

In  the  country  churches,  when  the  faithful  sing  in  unison,  it  often 
happens  that  some  among  them  accompany  the  women's  voices  a  4th 
below  and  the  men's  voices  a  5th  above  ;  that  is  the  old  Organum.  M. 
Lavignac  has  noticed,  as  we  have,  and  has  justly  remarked  (La 
Musique  et  les  Musiciens,  Delagrave),  that  the  fifth  and  the  fourth  are 
the  intervals  which  most  resemble  the  octave:  octave  f ,  fifth  |,  fourth  f . 

It  is  probable  that  these  peasants,  lacking  musical  education, 
imagined  themselves  singing  at  the  octave  or  unison  with  the  other 
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We  may  quote  the  following  examples: 

ROSSINI.     William  Tell.     (2nd  Act.) 

Andantino.                                       smorz. 
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BEETHOVEN.     Eroica  Symphony.     (1st  movement.) 
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It  is  interesting  to  note  the  care  that  Beethoven  has  taken  to  allow 
the  recollection  of  each  fifth  to  be  lost  before  attacking  another. 


SCHUMANN,  Op.  26.     Finale. 


4  STUDY   OF  MODERN  HARMONY 

Here  are  some  fragments  of  modern  works.  The  succes- 
sions of  fifths  here  are  used  under  the  conditions  which  are 
summarised  at  the  end  of  the  chapter. 


CLAUDE  DEBUSSY.     Chansons  de  Bilitis.     (Fromont,  Pubr.) 
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(1)  Lento:  The  5th  doubled,  proceeds  by  contrary  motion. 

(2)  Lento:  Several  consecutive  fifths  by  disjunct  motion. 


Study  of  Modern  Harmony. 
Lento. 
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(3)     (4)     (5)     (6)     See  the  "Deductions"  page  11. 


CH.  KOECHLIN. 
L'astre  rouge.     Op.  13. 
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(Rouart  &  Lerolle,  Pubr.) 
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(7)  Fifths  between  the  inner  parts,  with  contrary  motion  of  the  upper 
part. 

(8)  Fifths  between  the  inner  parts. 
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ALEXANDRE  GEORGES.     Hymne  au  soleil.     (Enoch,  Pubr.) 
Allegro. 
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(9)   Chromatic  fifths. 


SAMUEL  ROUSSEAU.     La  Cloche  du  Bhin  (1898).     Page  11. 

(Choudens,  Pubr.) 
.   Andanlino. 
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(10)     Fifths  by  Chromatic  steps;   the  3rd  is  common  to  the  two 
chords. 
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G.  FAURE.     Le  Secret.  Prison.     (J.  Hamelle,  Pubr.) 


Adagio. 
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(11)  Fifths  with  similar  motion  in  all  the  parts. 

(12)  Fifths  between  the  outer  parts  with  similar  motion  in  all  the 
parts. 


SAINT-SAENS.     5th  Pianoforte  Concerto.     (Durand,  Pubr.) 
Andante. 
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(13)  In  performance  the  listener  cannot  but  notice  an  imitation  of  per- 
cussion instruments  used  in  the  East.  Organists  who  have  taken  part 
in  performances  of  the  Oratorios  and  Cantatas  of  Handel  and  Bach, 
under  the  direction  of  Gevaert,  know  that  erudite  musician  forbade  the 
use  of  mutation  stops,  finding  that  the  artificial  harmonics  conflicted 
with  the  natural  harmonics  of  the  Orchestra.  The  use  which  M. 
Saint-Saens  makes  of  them  on  the  piano  (sounds  3  &  5)  is  both  original 
and  piquant. 
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DEODAT  de  SEVERAC.     Un  reve.     (Edition  mutuelle.) 
Trds  calme. 
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(14)   Fifths  between  the  lower  parts,  with  oblique  motion  of  an  inner 
part. 

RENE  LENORMAND.     Pieces  exotiques.     (J.  Hamelle,  Pubr.) 
Moderate,  r" 


j.  -4.  4. 4  n 


2  Pedate. 


(15)    Fifths  caused  by  the  melodic  outline;    contained  within  the 
limits  of  the  octave. 


E.  MORET.     Preludes,  (No.  9).     (Heugel,  Pubr.) 
Andante  con  angoscia. 


fe*^^ 


fc* 


m 


m 


m 


W: 


-r- 


pp  dolce.     h 

16  jF^nn 


etc. 


J-    a 


i 


«e 


Ped.  twa  corrfa. 


(16)   Chord  of  the  6th  and  3rd  arranged  so  that  the  3rd  is  above  the 
6th,  which  causes  the  fifth  between  the  two  upper  parts. 
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E.  MORET.     Interlude.     Impression  de  neige.     (Heugel,  Pubr.) 
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(17)  Continued  in  the  same  manner  for  several  bars.  The  fifths 
here  do  not  result  from  the  progression  of  the  parts  in  the  harmonic 
tissue.  It  is  a  melody  accompanied  by  the  fifth  continuously.  The 
sound  of  the  same  interval  indefinitely  repeated  causes  monotony.  In 
the  present  case,  Impression  de  neige,  the  effect  is  intended  by  the 
author,  and  the  fifths  evoke  effectively  the  sombre  melancholy  of  a 
snowy  day. 

CLAUDE   DEBUSSY.    Hommage  h  Bameau.     (Durand,  (Pubr.) 
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(18)   etc.     See  the  Deductions,  page  11,  No.  3. 
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RENE  LENORMAND.     Le  voyage  imaginaire —  Chapelle  bretonne, 

(1889).     (J.  Hamelle,  Pubr.) 
Andante. 
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(19)   Fifths  between  the  lower  parts. 
H.  WOOLLETT.     La  neige.     (Hamelle,  Pubr.) 
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(20)    Fifths  in  two  octaves,  with  similar  motion  in  all  parts. 
ALEXANDRE  GEORGES.     Miarka.     Page  255.     (Enoch,  Pubr.) 


(21)    Fifths  by  semitones 
between  the  outer  parts 


A.  BRUNEAU.     Le  Reve  (1891).     (Choudens,  Pubr.) 
page  2. 

tLento.  ,^^        J 
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(22)   Fifths  by  disjunct  motion,  with  notes  in  common  between  the 
chords. 
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page  9. 
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(23)   Fifths  with  the  bass,  duplicated  in  other  parts. 


SAINT-SAENS.     Le  Pas  d'Armes  du  Roi  Jean.     (Durand,  Pubr.) 
Animato. 
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(24)  This  work  was  composed  in  1852  (when  the  composer  was  17 
years  of  age)  and  published  in  1855.  The  fifths  are  intended  to  give 
an  impression  of  bells. 
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DEDUCTIONS 


Without  any  intention  of  formulating  new  rules,  we  may, 
by  generalising  from  the  foregoing  instances,  deduce  the 
following  indications  having  special  relation  to  the  modern 
style. 

(1).  Two  or  more  fifths  in  succession,  in  similar  and 
conjunct  motion,  are  readily  used  in  the  two  lowest  parts,* 
where  the  upper  parts  proceed  by  contrary  or  oblique  motion. 
(1),  (10),  (14). 

(2).  They  are  also  used  in  the  two  lowest  parts,  accom- 
panied by  similar  motion  in  all  the  parts.  These  successions 
of  fifths  are  generally  short,  and  will  be  so  much  the  better 
if  some  precautions  are  taken  as  to  the  mode  of  approaching 
and  leaving  them,  e.g.  :  — 

(i.)     The  last  fifth  approached  by  disjunct  motion  with 

a  note  in  common  between  the  chords.  (3),  (5). 
(ii.)    The  fifths  proceeding  by  similar  and  conjunct  motion, 
the  last  fifth  accompanied  by  some  contrary  motion 
in  the  upper  part.  (4),  (6). 
(iii.)   Successions  of  fifths  which    terminate  by   similar 
motion  are  met  with;    but  they  are  more  rarely 
found. 
(3).   Used  in  the  upper  parts  they  may  be  presented  in 
two  ways :  — 

(i.)  Bare  fifths  (16),  (17).  They  are  thus  very  prominent, 
and  a  number  cannot  be  heard  in  succession  with- 
out monotony.  In  alternation  with  other  intervals 
•that  effect  is  modified.  (11),  (15). 


*  Classical  teaching  admits  the  possibility  of  certain  fifths  by  semi- 
tone. 


TH.  DUBOIS.     Notes  et  etudes  d'harmonie.     Page  97.     (Heugel,  Pubr.) 


=-4*9- 


^=6 


("Tolerable,  even  for  the  student,  by 

placing  them  in  the  lowest  parts.") 

(Th.  Dubois). 


This  work  completes  the  "Traite  de  Reber,"  and  one  or  other  may 
always  be  consulted  for  everything  which  relates  to  classical  technique. 
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(ii.)  If  the  third  is  added,  a  succession  of  chords  of  three 
notes  in  root  position  is  given;  the  adding  of  the 
lower  octave  of  the  fifth  gives  a  chord  of  a  dis- 
position specially  suited  to  the  pianoforte,  and  of 
great  sonority.  (18). 
(4).   Fifths  are  of  good  effect  in  the  inner  parts,  particu- 
larly when  they  are  associated  with  contrary  motion  in  the 
other  parts.   (7)  If  they  result  from  chords  of  the  6th  and 
3rd  with  the  parts  doubled   (a  combination   practised  for 
many  years),  they  lose  some  of  their  character.  (8). 

(5).  They  are  more  rarely  used  between  the  extreme  parts 
by  similar  motion  in  all  the  parts.  (12),  (21). 

(6).  By  disjunct  motion  they  are  readily  used  with  notes 
in  common  between  the  chords.  (2),  (22). 

(7).   Chromatic  fifths  may  be  freely  used.  (9),  (21). 
(8).   If  a  long  succession  of  fifths  is  given  in  the  lower 
parts,  they  cease  to  form  a  part  of  the  harmonic  tissue. 
(19),  (20),  (23). 

(9).  They  may  always  be  used  where  the  composer  has 
a  definite  aim  (13),  (15),  (22);  but  they  are  still  forbidden 
whenever  they  are  the  result  of  awkwardness  or  lack  of 
skill  in  writing;  a  prohibition,  moreover,  which  may  be 
applied  to  any  interval  whatever. 
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CHAPTER  II 
CHORDS   OF  THE   SEVENTH 

One  knows  that  by  resolving  a  chord  of  the  seventh  on  a 
chord  a  fifth  below,  what  is  called  the  natural  resolution  is 
obtained.  Under  the  name  of  exceptional  resolutions  many 
others  are  used,  either  by  retaining  the  seventh,  or  by  making 
it  rise  or  fall  by  conjunct  degrees,  and  proceeding  to  any 
other  chord  but  that  of  a  fifth  below.  We  find  the  " recipe" 
for  these  resolutions  in  all  treatises  on  Harmony. 

The  modern  school  has  further  enlarged  the  circle  of  these 
resolutions  by  making  chords  of  the  seventh  move  by  similar 
and  conjunct  motion  in  all  parts,  ascending  or  descending. 
We  may  add  that,  usual  or  exceptional,  these  resolutions 
may  be  made  by  interchange  of  parts.  As  we  shall  see,  all 
modern  authors  write  these  successions.* 


*  These  resolutions  may  find  their  origin,  if  not  their  justification, 
in  the  succession  of  two  notes  by  conjunct  motion.  Taking  for  example, 
the  sound  of  C;  we  have  the  first  harmonics  as  follows: 


12       3 


4-     5        6        7  8      9    lO 


&- 


Thus,  a  practised  ear  will  distinguish  the  odd  harmonics,  3,  5  and  7, 
as  those  which  give  the  following  chord  of  the  7th 


sz ^_< 


9- 


-&W- 


9:2: 


making  some  reservation 
as  to  the  just  intonation 
of  the  sound  No.  7. 


If  after  the  note  C,  we  sound  that  of  D,  it  produces  a  new  series  of 
harmonics : 
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EXAMPLES 


G.  FAURE.     Le  parfum  imperissable.     (J.  Hamelle,  Pubr.) 
Andante. 


(1)  Succession  by  conjunct  motion,  descending,  of  two  third-in- 
versions of  the  chord  of  the  1* 

*  The  small  +  always  indicates  the  presence  of  the  leading  note. 
(Translator.) 

This  gives  us  a  new  chord  of  the  7th  (with  the  same  reservation 
for  the  sound  No.  7). 


ii 


(S)IZ= 


&^i 


-^>^- 


-z?"i 


The  P  coming  immediately  after  the  C,  the  first  chord  is  succeeded 
by  the  second  by  similar  and  conjunct  motion  in  all  the  parts: 


itey- 


2 


-(s): 


&- 


m 


Modern  composers  may,  therefore,  allege  that  they  do  nothing  but 
work  in  the  mould  which  Nature  indicates  to  them.  It  is  an  indication 
that  is  not  easily  seen,  it  is  true,  but  of  which,  nevertheless,  account 
may  be  taken. 

If,  continuing  to  accept  the  sound  7  as  a  minor  7th,  the  harmonic 
ninth  is  added,  a  succession  of  chords  of  the  9th  will  be  obtained  by 
conjunct  degrees: 
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E.  CHAUSSON.     Serres  chaudes.     Page  6.     (Eouart  et  Lerolle,  Pubr.) 
Anime'. 


(2)  Chords  of  the  7th  by  conjunct  motion.  They  may  also  be 
analysed  as,  (a)  ornamentation  of  the  3rd,  5th  and  7th,  the  succession 
of  two  chords  of  the  7th,  however,  remaining. 


SAMUEL  ROUSSEAU.     La  cloche  du  Rhin.    Page  135. 

„  (Choudens,  Pubr.) 

Calmato.  —  '  , 

is   is     ,    i  !  »  i !       is   N      i  !      J 


# 


fr^rf^ 


di 
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&=&+ 

~  —&-&- 


It  may  be  objected  that  if  several  notes  are  heard  simultaneously, 
they  produce  so  many  series  of  harmonics  that  the  mixture  reduces  the 
importance  of  the  above  deductions.  That  is  true,  and  therefore,  we 
give  them  only  as  a  theoretical  suggestion. 
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(3)  (a)  (6)  Chords  of  the  7th  by  conjunct  degrees.  (6)  E  is  an 
appoggiatura.  (c)  Change  of  the  chord  on  the  resolution  of  the  appog- 
giatura.     (E#  for  F.) 

Andantino.     page  201 . 
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J-.tftj-  £ 


(4)   Second    inversions    of    the    chord    of   J  moving  by  conjunct 
degrees  and  similar  motion  in  all  the  parts. 


page  138. 
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(5)  Successions  of  second  inversions  of  chords  of  the  7th  by  conjunct 
and  similar  motion  in  all  the  parts.  The  presence  of  the  9th  in  the 
upper  part  does  not  alter  the  character  of  the  succession. 

page  59.  8va 


m 


m* 


m 


7St 


•J? 


*yn 


fc± 


Passing  chords. 


•ZJo: 


tUfc 


I 


dfc 


■p-  jfe 


^ 


#r 


£ — d* FP 


^^hfc^ 


STUDY   OF  MODERN  HARMONY 


17 


page  88.    _^r 
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(7)  Succession  of  chords  of  the  7th  of  the  3rd  species*  by  semitones 
and  similar  movement  in  all  the  parts  under  an  inverted  pedal. 


page  68.       (c) 


(8)    (a)   Chords  of  the  7th  by  conjunct  degre 
(6)   Resolution  by  interchange  of  parts, 
(c)   Alteration  of  the  5th. 


A.  BRUNEAU.     Messidor.     Page  211.     (Choudens,  Pubr.) 
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(9)  Succession  of  chords  of  the  7th  by  conjunct  degrees,  (6)  be- 
coming the  chord  of  the  9th  at  (c). 

We  may  also  say  that  this  is  a  chord  of  E  minor  succeeded  by  the 
chord  of  the  9th  on  G,  with  passing  notes  in  the  bass;  but  the  pause  on 
C#  gives  it  the  character  of  a  chord  of  the  seventh,  and,  when  it  is 
followed  by  the  chord  of  the  seventh  on  B,  two  chords  of  the  seventh 
are  heard  by  conjunct  motion. 


r     *  (Translator's  note:     This    method  of  numbering  the  Species  of 
Chords  will  be  explained  by  reference  to  example  (22)  in  this  Chapter.) 
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G.  FAURE.     Le  parfum  imperissable.     (J.  Hamelle,  Pubr.) 
Andante. 
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(10)   Resolution  by  interchange  of  parts. 
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(102)   A  peculiar  charm  resulting  from  the  very  free  movement  of 
the  parts. 


O.  FAURE.     ^.diew.     (Durand,  Pubr.) 
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(11)   Resolution  by  interchange  of  parts. 


G.  FAURE.    Le  secret 
Adagio. 
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Au  cimetiere.     (J.  Hamelle,  Pubr.) 
Andante. 
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(12)   Resolution  by  interchange  of  parts. 
(122)    Resolution  by  interchange  of  parts. 
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E.  CHABRIER.     Le  roi  malgri  lux.     (Enoch,  Pubr.) 
page  52. 
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(13)    1st  inversions  of  the  chords  of  the  7th,  moving  by  step. 
LEON  MOREAU.     Dans  la  nuit.     (Pfister,  Pubr.) 
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(14)   Successions  of  the  second  inversion  of  chords  of  the  seventh. 

Study  of  Modern  Harmony. 

Allegro.       "- 
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(15)   Chord  of  the  7th  of  the  4th  species  mixed  with  the  other 
species. 
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Study  of  Modern  Harmony. 
Tres  lent.      "j  ~j 


M 


con  sord. 


m 


cresc. 


m 


I 


M 


16 


i    r 


» 


P  rfiw 


WP 


y 


§tei±^ 


sr*-* 


Ped. 


#5 
*    Ped.       #  Ped.*Ped.*  Ped 


*  Ped. 


(16)  Chords  of  the  7th  of  the  first  species  by  similar  and  conjunct 
motion  in  all  the  parts.*  There  are  to  be  found  in  Chopin  and  Schu- 
mann some  successions  of  chords  of  the  7th  moving  by  step. 

CHABRIER.     Briseis.     Page  28.     (Enoch,  Pubr.) 
I         17 
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(17)   Successions  of  the  first  inversion  of  chords  of  the  7th  of  the 
first  species. 


*  It  will  be  useful  to  recall  here  the  close  of  the  21st  Mazurka  of 
Chopin;  — 
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CLAUDE  DEBUSSY.     Pelleas  et  Melisande.     (Durand,  Pubr.) 
Tres  mod&rb. 
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Et  voi  -  ci  des  traces  de  sam 


(18)    Successions  of  the  3rd  inversion  of  the  chord  of  the  7th  of  the 
1st  species  with  altered  5th. 


page  84. 
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(19)    Succession  of  the  4th  inversion  of  chords  of  the  7th  by  con- 
junct degrees  (see  previous  note). 


and  also  this  bar  of  Schumann,  Scherzino  Op.  26,  No.  3. 
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(20)   Successions  of  3rd  inversions  of  various  kinds  on  a  pedal. 

CLAUDE  DEBUSSY.     Pelieos  e«  Melisande.     Durand,  Pubr.) 
page  260.  *       Jt  -«-      JL       .*-       JL 


(21)   Successions  of  chords  of  the  7th  of  the  3rd  species  by  conjunct 
degrees. 
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page  114. 
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7th. 


(22)   Successions  of  inversions  of  the  four  species  of  chords  of  the 


page  10.     Animt. 
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(23)    Chord  of  the  7th  with  the  6th  replacing  the  5th. 

The  minor  6th  having  the  same  sound  as  the  augmented  5th  we  can 
analyse  the  chord  as  a  chord  of  the  \  with  augmented  5th.  This 
example  finds  a  place  here  only  for  the  purpose  of  showing  the  cause  of 
No.  6  of  the  Deductions. 


A.  BRUNEAU.     Messidor 
Agile". 


te 


280. 
Lent. 


(Choudens,  Pubr.) 


(24)  Succession  of  two  chords  of  the  7th  by  conjunct  motion  of 
the  bass  and  of  the  7th,  but  with  two  notes  in  common;  we  mention 
this  because  of  the  movement  of  the  two  sevenths. 
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M.  RAVEL.     Sur  Vherbe.     (Durand,  Pubr.) 
Mode"  r  6.  (plus  lent.) 
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(25)    (a)  Inversions  of  the  chords  of  the  7th  moving  by  semitones. 

(b)  Passing  note. 

(c)  G  is  an  appoggiatura. 

(d)  Pedal. 


G.  FAURE.     La  bonne  Chanson.     No.  5.     (J.  Hamelle,  Pubr.) 
Allegro  mollo  moderato. 
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CLAUDE  DEBUSSY.     Pelleas  et  Melisande.     Page  26.     (Durand,  Pubr.) 
Modere. 


(27)  Chords  of  the  7th  of  the  1st  species,  moving  by  conjunct  and 
similar  motion,  with  an  inverted  pedal,  which  note  is  an  integral  part 
of  all  the  chords. 
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CLAUDE  DEBUSSY.    Pelleas  et  Melisande.    Page  204.    (Durand,  Pubr.) 
Animi. 


(fr-iLr  ^it^^Fte 


(28)    Succession  of  chords  of  the  7th  of  the  3rd  species,  moving  by 
step. 


26  STUDY  OF  MODERN  HARMONY 


DEDUCTIONS 


We  cannot  repeat  too  often  that  we  have  no  intention  of 
formulating  the  rules  of  a  new  technique.  In  saying  that 
modern  composers  use  successions  of  chords  of  the  seventh 
under  the  following  conditions,  we  limit  ourselves  to  ob- 
served facts. 

(1).  Two  or  more  chords  of  the  seventh  of  the  first  species 
may  proceed  by  step  (either  of  a  tone  or  a  semitone)  and  by 
similar  motion  in  all  the  parts,  ascending  or  descending, 
either  in  root  position  or  in  their  inversions.  (1),  (3),  (5), 
(13),  (14),  (16),  (17),  (26),  (27). 

(2).  Chords  of  the  seventh  of  the  second  species,  whilst 
they  may  proceed  under  the  same  conditions  as  those  of  the 
first  species,  do  not  give  so  satisfying  an  impression.  The 
more  they  are  associated  with  other  species  the  better  they 
sound.  (15),  (19),  (22),  (24). 

(3).  Chords  of  the  seventh  of  the  third  species  are  used 
under  the  same  conditions  as  chords  of  the  diminished 
seventh.  (2),  (6),  (7),  (9),  (21),  (28). 

(4).  The  first  inversion  of  the  chord  of  the  seventh  of  the 
fourth  species  lends  itself  better  than  other  positions  of  that 
chord  to  successions  by  conjunct  and  similar  motion  —  par- 
ticularly by  step  of  a  semitone.  Nevertheless,  mixed  with 
other  species,  it  is  used,  as  they  are,  in  the  root  position  as 
well  as  inverted.  (15),  (19),  (22). 

(5).  In  all  the  foregoing  successions  it  must  be  noticed 
that  the  disposition  of  the  parts  plays  an  important  role. 
In  the  inversions,  the  interval  of  the  seventh  is  preferred  to 
that  of  the  second,  although  that  arrangement  may  be 
practicable.  (13),  (25). 

(6).  Chords  of  the  seventh  with  an  augmentation  of  the 
fifth  may  proceed,  in  descending,  by  similar  and  conjunct 
motion.  (18). 

As  the  augmented  fifth  is  the  enharmonic  of  the  minor 
sixth,  these  intervals  are  often  written  interchangeably. 
(23). 

(7).  Resolutions  by  interchange  of  parts  are  readily  used. 
It  suffices  that  the  note  of  resolution  be  heard  in  any  one  of 
the  parts  whatsoever.  (10),  (11),  (12). 
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CHAPTER  III 
CHORDS  OF  THE  NINTH* 

Chords  of  the  ninth  have,  like  chords  of  the  seventh,  their 
natural  resolutions  and  those  called  exceptional.  Both  are 
found  in  all  treatises  on  harmony,  and  have  been  exploited 
by  all  composers.  We  will  concern  ourselves  now  only  with 
the  resolutions  which  belong  to  the  modern  school,  viz.: 
the  succession  of  two  chords  of  the  ninth  moving  by  step  and 
in  similar  motion  in  all  the  parts.**  We  will  add  to  these 
several  resolutions  little  used  in  the  classical  technique. 

The  resolution  of  the  ninth  upon  another  such  ninth  by 
conjunct  movement  offends  the  sensibilities  of  many  musi- 
cians; it  is  certain  that  two  bare  ninths  in  succession  are 
unpleasant;  but  they  are  not  at  all  disagreeable,  and  the  ear 
accepts  them  readily,  if  the  complete  chord  of  the  ninth  is 
used,  as  it  occurs  in  the  harmonic  series: 


(I 


is: 


§ 


•g- 


&- 


In  all  the  successions  which  follow,  the  disposition  of  the 
parts  is  very  important. 


*  The  French  treatises  of  Reber-Dubois  and  of  Durand  recognise 
but  one  chord  of  the  ninth  (major  or  minor).  M.  Gevaert  in  his 
"Traite  d'harmonie"  (Lemoine,  Publisher),  has  admitted  four  species: 


Chords  of  the  9th  of  1st 

Species 

with  major  I  with  minor 

ninth.  ninth. 


Chords  of  the  9th  of  2nd 

Species 

with  major  Iwith  minor 

ninth.  ninth. 


w- 


*& 


bgr 


i& 


Chords  of 

the  9th  of 

the  3rd 

Species. 

— te — 


Chords  of 

the  9th  of 

the  4th 

species. 

m    ii 


**  See  Chapter  II,  Chords  of  the  Seventh,  notes  on  the  harmonic 
series. 
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EXAMPLES 


G.  FAURE.     Prison.     (J.  Hamelle,  Pubr.,  1891.) 
Quasi  adagio.  
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(1)   Succession  of  two  chords  of  the  major  9th  of  the  first  species, 
moving  by  the  descent  of  a  major  2nd. 

G.  FAURE.     La  bonne  Chanson.     (J.  Hamelle,  Pubr.) 
Allegretto  con  moto. 
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(2)  (a)  Succession  of  two  chords  of  the  minor  9th  of  the  first  species, 
the  first  moving  to  the  second  by  the  descent  of  a  minor  3rd,  merely 
by  change  of  root. 


CLAUDE  DEBUSSY.     Children's  Corner.     (Durand,  Pubr.) 
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(3)   Chords  of  the  9th  proceeding  by  minor  thirds  upwards. 
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CLAUDE   DEBUSSY.     Chansons  de  Bilitis.     (Fromont,  Pubr.) 
ii    Lent.  ^ _ 
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(4)    Successions  of  chords  of  the  9th  of  the  1st  and  2nd  species. 
CLAUDE   DEBUSSY.     Chansons  de  Bilitis.     (Fromont,  Pubr.) 


(5)    Chords  of  the  9th  proceeding  by  chromatic  semitones. 
CLAUDE   DEBUSSY.     Chansons  de  Bilitis.     (Fromont,  Pubr.) 
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(6)  Common  chords  with  appoggiaturas,  or  chords  of  the  9th  with 
passing  notes.  Whichever  interpretation  be  adopted,  there  is  a  suc- 
cession of  chords  of  the  9th  proceeding  by  thirds  upwards. 


30 


STUDY   OF  MODERN  HARMONY 


CLAUDE  DEBUSSY.    PelUas  et  Mtlisande.    Page  233.    (Durand,  Pubr.) 
Anime.(h^       (c) 
(a) 


(P) 
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mm 


(7)   Chords  of  the  9th  and  the  7th  alternately,  by  conjunct  motion. 
(a)  4th  species,     (b)  2nd  species,     (c)  4th  species. 

page  232. 
Anim6. 


(8)    (a)  Chords  of  the  9th  proceeding  by  3rds  downwards. 

(b)  Chords  of  the  9th  proceeding  by  3rds  upwards. 

(c)  Chords  of  the  9th  proceeding  by  conjunct  degrees. 


page  80. 
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(9)    Chords  of  the  9th  by  descending  major  seconds. 

page  242 ,     
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(9)2     Chords  of  the  9th  by  chromatic  degrees. 
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FLORENT  SCHMITT.    La  Tragediede  Salome.    (Jacques  Durand,  Pubr.) 
Prelude.  Lento. 
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(10)   Inverted  ninths  (keys  of  B  minor  and  A  minor)  on  the  un- 
raised  7th  degree,  with  dominant  pedal. 


FLORENT  SCHMITT.    La  Tragedie  de  Salome".    (Jacques  Durand,  Pubr.) 
Danse  de  VEffroi. 
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(11)  4th  inversion  of  the  chord  of  the  dominant  9th  (key  of  G  major). 


FLORENT  SCHMITT.     Psalm  XLVI.     (Mathot,  Pubr.) 
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(12)   9th  with  major  7th  (that  is,  the  chord  of  the  9th  of  the  4th 
species). 
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FLORENT   SCHMITT.      Trois  rapsodies.     (Durand,  Pubr.) 
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(13)  (a)  Ninth  with  double  alteration  and  anticipation  in  the  upper 
part. 

(14)  (a)  and  (b)  Chords  of  the  9th  of  which  the  root  and  the  9th 
appear  at  the  interval  of  a  7th  from  one  another  by  the  9th  being  be- 
low the  root. 

FLORENT   SCHMITT.    Quintette  pour  piano  et  cordes.    (Mathot,  Pubr.) 
Mod&r6. 
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(15)    (a)  Dominant  9th  complete,  with,  added,  alterations  of  the  5th 
and  the  7th. 
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(16)   Resolution  of  the  9th. 
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CH.  KCECHLIN.     Le  sommeil  de  Canope.     (Rouart  &  Lerolle.) 
u    Adagio. 
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(17)    (a)  D#  and  G#  appoggiaturas. 

(6)  1st  inversion   of  the  chord  of  the  dominant  9th,  the  root 
in  the  upper  part  and  E  an  appoggiatura. 

(c)  D#  an  unresolved  appoggiatura  in  chord  of  +  6. 

(d)  Chord  of  +  f ,  with  E  an  unresolved  appoggiatura. 

(e)  Chord  of  +  e  with  F  an  appoggiatura. 
(/)  2nd  inversion  of  chord  of  the  9th. 
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(<7)  2nd  inversion  of  chord  of  the  dominant  minor  9th  with  Btj  ap- 
poggiatura. 

(h)  2nd  inversion  of  chord  of  the  diminished  7th  with  G  appoggiatura. 

(i)  Chord  of  the  dominant  minor  9th;  A§  is  an  appoggiatura  and 
Bj|  a  passing  pedal-note  of  the  tonic.  (Sustained  from  previous  chord. 
Translator). 
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CH.  KCECHLIN.     Chant  de  Kala  Nag.     (Rouart  &  Lerolle,  Pubr.) 
Anime'. 
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(18)    Chords  of  the  9th  proceeding  by  step  at  (a)  and  by  diminished 
4th  at  (6)  with  a  note  in  common.     (F#  =  Gb.) 


Study  of  Modern  Harmony 
Allegro. 


(19)  (a)  3rd  inversions  of  the  chord  of  the  major  9th  proceeding  by 
step  (whole  tone). 

(6)  3rd  inversions  of  the  chord  of  the  9th,  major  and  minor,  proceed- 
ing by  step  (semitone). 
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(20)   Succession,  by  descending  semitone,  of  3rd  inversions  of  chord 
of  the  minor  9th. 


CH.  KCECHLIN.     Prelude. 
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(21)   Succession  of  1st  inversions  of  chords  of  the  9th  by  conjunct 
degrees. 
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E.  CHABRIER.     Le  roi  malgre  lui  (1887).     (Enoch,  Pubr.) 
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E.  CHABRIER.     Xe  roi  malgre  lui.     (Enoch,  Pubr.) 
page  229. 

335 


M.  RAVEL.     Sur  Vherbe.     (Durand,  Pubr.) 


(24)    (a)  The  9th  against  the  root  in  the  upper  parts.     The  root  takes 
the  character  of  a  pedal  in  an  inner  part. 
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Although  the  foregoing  explanation  is 
the  better  one,  it  may  also  be  considered 
that  it  is  the  G  which  forms  the  pedal. 
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M.  RAVEL.     L'heure  espagnole.     (Durand,  Pubr.) 
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(a)   Pedal  on  F#. 

(6)   Chords  of  the  minor  9th  with  altered  5th  proceeding  by  semi- 
tones. 
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(c)  Pedal  in  inner  part  on  FjL  taken  and  quitted  regularly  on  an 
integral  note.     That  makes  a  double  pedal,  F#  —  Ffc{. 

(d)  It  is  in  the  mind  of  the  composer  to  consider  the  notation  of  the 
song  of  the  birds  as  a  picturesque,  extra-musical  effect.  Particularly 
is  this  so  in  that  which  concerns  the  first  passage  (Petit  Coq),  of  which 
the  notation  is  only  approximate.  This  sound,  which  perhaps  approxi- 
mates to  that  of  percussion  instruments,  is  produced  by  the  reed  of  the 
double  bassoon  separated  from  the  instrument. 


M.RAVEL.     Miroirs.     (Noctuelle).     (Deinets,  Pubr.) 

Tres  Uger. 
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(26)    Chords  of  the  9th  by  conjunct  motion  at  (a),  and  by  upward 
3rd  at  (b),  with  appoggiatura  and  passing  notes. 


G.  FAURE.     Theme  et  Variations.     (J.  Hamelle,  Pubr.) 
Quasi  adagio. 


BJ^ffffifej 


a 


S3 


Vl 


(27)  Resolutions  of  chords  of  the  7th  and  of  the  9th  by  5th  downwards. 
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Study  of  Modern  Harmony. 


l=§ 


m 


$m 


m 


\St 


-fZ- 


te 


& 


p 


M 


28 


29  P 


:fe 


/ 


te= 


dim. 


S& 


Combination  of  chords  of  the  major  and  minor  9th  in  progression  by 
step. 


1=^- 


g|jj||gj 


:fe 


IE 


* 


30 


31 


.(2_ 


#•- 


-ta 


9± 


9i 


(See  Deductions  No.  4). 

Resolutions  and  successions  of  chords  of  the  9th  (with  or  without 
alteration  of  the  5th). 

Study  of  Modern  Harmony. 
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Chord  of  the  diminished  7th  in  four  different  forms,  by  changing  the 
root.  This  combination  belongs  to  the  classical  technique,  as  well  as 
to  modern  harmony. 
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DEDUCTIONS 


More  than  ever  we  must  remember  that  the  generalisa- 
tions which  follow  are  deductions  founded  upon  the  work  of 
modern  composers. 

(1).  (A).  Two  chords  of  the  major  9th  of  the  first  species, 
in  root  position,  may  proceed  by  conjunct  degrees  (tone 
or  semitone)  ascending  or  descending,  by  similar  motion 
in  all  the  parts.* 

Ascending:   (4),  (5),  (22),  (23). 
Descending:  (1),  (8),  (9),  (18),  (26). 


The  best  arrangement 

of  the  parts  is  that  of 

the  harmonics 
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or, 
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(B).  Two  first  inversions  of  chords  of  the  major  ninth  of 
the  first  species  proceed  less  easily  under  the  same  conditions. 
They  are,  nevertheless,  (21)  possible  with  careful  disposition 
of  the  parts. 

Second  inversions,  lending  themselves  to  smooth  arrange- 
ment of  the  parts,  proceed  easily. 

Successions  of  third  inversions  under  the  same  conditions 
of  similar  and  conjunct  motion,  are  practicable,  though  a 
little  hard.     (19). 


*  Notice  this  passage  from  the  Finale  of  Franck's  Symphony: 

~  r 
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(2).  (A).  Two  chords  of  the  minor  9th  of  the  first  spe- 
cies in  the  root  position,  proceeding  by  conjunct  degrees 
and  similar  motion  in  all  the  parts,  are  not  very  agreeable, 
when  proceeding  by  whole  tones.  Nevertheless  they  may 
be  taken  by  semitone  (25),  particularly  in  descending. 

(B).  First  inversions  used  under  the  same  conditions  are 
disagreeable. 

Successions  of  second  and  third  inversions  are  not  im- 
practicable by  semitone.     (20). 

The  possibility  of  all  these  successions  depends,  as  we  have 
said,  on  the  disposition  of  the  parts. 

(3).  In  combining  chords  of  the  major  ninth  of  the  first 
species  with  those  of  the  minor  ninth  of  the  same  species, 
some  interesting  progressions  are  found,  in  the  root  position 
as  well  as  in  the  inversion.     (192),  (28),  (29). 

(4).  Chords  of  the  major  and  minor  ninth  of  the  first 
species  proceed  easily  by  major  or  minor  thirds  up  or  down. 
(3),  (6),  (8),  (31).  Besides  the  progressions  we  have  pointed 
out,  many  others  are  possible  by  reason  of  the  presence  of 
notes  common  to  the  two  chords. 

The  same  chord  of  the  diminished  7th  may  be  taken  in 
four  different  forms  by  changing  the  root.  (32).  This 
combination  belongs  to  the  classical  technique,  but  the 
modern  school  draws  from  it  new  effects. 

(5).  The  fourbh  inversion,  which  brings  the  ninth  into  the 
bass  (forbidden  in  classical  technique),  may  readily  be  used. 
(10),  (11),  Chap.  XI  (19). 

In  the  inversions  the  root  may  be  placed  above  the  ninth, 
at  a  distance  of  a  seventh  (14),  (17)  (a  disposition  taught  by 
Sabbatini  at  the  end  of  the  18th  century). 

The  ninth  may  approach  the  root  at  the  distance  of  a 
second  *  (24). 

(6).  With  the  new  resolutions  given  to  them  by  the 
modern  school,  the  chords  of  the  9th,  by  means  of  alterations, 


*  In  the  works  of  Bach,  when  the  8th  is  retarded  by  the  9th,  this  is 
often  found  approached  at  the  distance  of  a  second. 


FERDINAND   KUFFERATH 


Ecole  pratique  du  Choral 

(Schott  Brothers,  Brussels.) 
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(13),  (15),  (25),  (31);  appoggiaturas  (17),  anticipations  (13), 
etc.,  become  valuable  chords  for  harmonic  research.  We 
cannot  too  often  repeat  that  the  more  or  less  agreeable 
sound  of  these  progressions  depends  on  the  disposition  of 
the  parts,  and  also  on  the  combination  of  tone  qualities,  if 
written  for  the  orchestra. 

Resolutions  may  be  sought  on  all  chords.  (7),  (16),  (30.) 
(7).    Chords  of  the  9th  of  the  second,  third  and  fourth 
species  are  not,  in  actual  fact,   used  very  often  (7),  (12); 
they  will  be  used,  in  the  future,  without  doubt,  like  those  of 
the  first  species. 
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CHAPTER  IV 

PREPARATION   OF   DISCORDS 

At  the  present  day  all  discords  may  be  approached  with- 
out preparation.*  It  matters  not  what  modern  work  we 
may  look  at  to  be  convinced  of  this.  We  need  give,  there- 
fore, but  very  few  examples.** 

SAMUEL   ROUSSEAU.     La  Cloche  du  Bhin.     (Choudens,  Pubr.) 

page  89.  ^    k  |—q 

-    but; 


$£ 


1§P? 


It 


(1)   Chords  of  the  %  moving  a  major  second    (or  diminished  3rd) 
without  either  preparation  or  resolution. 


page  32. 


Chords  of  the  |  by  conjunct  motion.  The  addition  of  a  vocal 
part,  nevertheless,  allows  of  another  interpretation.  (See  p.  32  of 
the  Score.) 


*  For  a  long  time  there  has  been  no  question  of  the  preparation  of 
the  minor  7th. 


BEETHOVEN.     Sonata  Op.  31,  No.  S. 
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B 


jt£ 


P 


r 


^np 


SH 


3t3t 


-©>- 


KJ&l 


**  On  referring  to  Chapter  X    (Whole-Tone   Scale)    there   will  be 
found  examples  of  the  augmented  fifth  used  freely. 
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V.  D'INDY.     Lied  Maritime.     (Kouart  &  Lerolle,  Pubr.) 


§ftA=* 


4: 


m 


i 


* 


(3)  |  chords  without  preparation. 

CH.  KCECHLIN.     Extract  from  No.  4  (Epitaphe)  of  Etudes  Antiques. 

(Suite  Symphonique)  (unpublished). 


(4)    (a)  %  chords  without  preparation;    notice  also  the  fifths  (b) 
and  the  false  relation  (c)). 

CH.  KCECHLIN.     Le  Yin.     (Rouart  &  Lerolle,  Pubr.) 


(5)    Chord  of  the  7th  of  the  4th  species  without  preparation. 

DEBUSSY.    PelUas  et  Mtlisande.    Page  2.     (Durand,  Pubr.) 
Tres  mode're'. 


I 


¥ 


m. 


§i*B 


6  -i 


I 
J- 


e 


(6)    (a)  Chords  of  the  7th  without  preparation. 
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THE  SECOND 

The  whole  modern  school  seems  to  be  hypnotised  by  the 
interval  of  the  second,  which  it  writes  at  every  turn. 

Some  discords  which  were  taken  successively  as  suspen- 
sions, as  resolved  appoggiaturas,  and  lastly  as  unresolved 
appoggiaturas,  have  given  place  to  combinations  of  frequent 
use.  In  this  combination  of  sounds  the  appoggiatura  is 
heard  at  the  same  time  as  the  principal  note,  which  pro- 
duces the  interval  of  a  second. 

The  two  combinations  most  used  are: 

1.  The  sixth  added  to  the  Common  Chord;  — 


i 


p 


&- 


-&- 


This  must  not  be  confounded  with  the  chord  of  £. 
is  the  manner  of  its'origin: 


Here 


(i 


=F==f 


1 


-Z5>- 


(I 


-&- 


Suspension.        Resolved         Unresolved     Appoggiatura 
Appoggiatura.  Appoggiatura.  sounded  with 

the  principal 
note. 

2.  The  ninth  added  to  the  Common  Chord ;  — 


i 


-&- 


*  We  have  already  pointed  out  (page  9)  this  combination  indicated 
by  Pere  Sabbattini. 
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This  is  not  a  chord  of  the  9th,  but  is  formed  as  follows: 


(I 


i 


-75*- 


-&- 


--&&- 


(i 


Suspension.  Resolved        Unresolved     Appoggiatura 

Appoggiatura.  Appoggiatura.  sounded  with 

the  harmony 
note. 

CLAUDE   DEBUSSY.     Children's  Corner.     (Durand,  Pubr.) 
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25*8 


E£ 


s^ 


"2?^- 


"Z5^ 


(«) 

7  PP 


PP 


-<s>^ 


(0 


9^§=* 


¥S 


I   III   1  =t 


■ — '  ~~       _:  £ra  bassa. 


t=$k 


'» 


^^ 


-       ■_     -E 


9- 


(a)  harmony  notes 


— v.. 


(a)  Appoggiatura  of  a  Bb  not  heard. 

(6)  Gt>,  appoggiatura  of  F. 

(c)  Chord  of  Bb  with  sixth  added;  — 


-<9«- 


CLAUDE   DEBUSSY.     Images.     (No.  3,  Mouvement.)     (Durand,  Pubr.) 


<"^     '     i  ■      i       ill 
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g  P  dim. 


#J#±i3^ 


m&3* 


m 


1st 


m 


m 


etc. 
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(8)   Succession  of  chords 

of  +4  without  6ths,  with 

passing  notes. 


%E*£^53=k 


etc. 


CLAUDE   DEBUSSY.     Children's  Corner.     (Durand,  Pubr.) 


m-fL 


^^-4 1  H 


9  P  («)      / 


^^=F^=i=f 


1=4: 


1 "4: 


T      f 


(9)    (a)  F  appoggiatura  at  same  time  as  the  principal  note. 


CLAUDE   DEBUSSY.     Children's  Corner.     (Durand,  Pubr.) 


hh^r-^ 1 

— i    -i- 

(          10  PP  — —         ... 

a 

(a) 

—e 

— ^© 

<9 

( s^n"#r~di — i — 

*■ — ^. 

\ y  ^-i^-k   ^  -i — i-i 

y=^-^ 

— G 

G 

(10)    Common  Chord  with  sixth  added. 

(6)    Appoggiatura  without  resolution  (see  Chapter  VI). 


CLAUDE    DEBUSSY.     Children's  Corner.     (Durand,  Pubr. 
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(11)   3rd  inversion  of 
chord  of  the  9th. 
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CLAUDE   DEBUSSY.     PelUas  et  Melisande.     (Durand,  Pubr.) 
page  143. 


r\«     U,                           m              -               —           L. 

T*i  *  b      i      r 

f 

r        □»       #       #       m       m       • 

-ete. 

-*  h  h                  j 

Is      y      y      y      y      i 

i'  (7                  y 

b1 

^        v      &      v      y      $      v 

Mais 
Modirt. 

on 

m'a    dit  qu'ils  ne  s'aimaientpas 

r^" 

-1 

/Ck*    ki          ^                                                " 

&& 

f  T»i  "  h         i 

>  bhp 

\         v  17             1 

\           12  P 

1 

iQ-      L,                     I                                                               i    L       ', 

^•t-H     fr-sL 

-&J^ 

-\)h?y&—- 

\^-H> ^ - 

(12)   Appoggiaturas  without  resolution 


or  otherwise. 
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■s°- 


-,-1-1,^4-4 
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bW- 


fc=t- 


M.  RAVEL.     Miroirs  (Alborada.)     (Demets,  Pubr.) 

Assez  vif.  ^  ^  (a) 


h  «u 


^yag 


13  mf  sec. 


(a) 


$> 


m^m 


(b)    (c) 


J3 


(6)       (c) 


mm 


^r  #ft 


*F 


ipi^ 


3E3 


KJK 


(13)    (a)  Flj  appoggiatura  (on  Eb)  without  resolution. 

(b)  Ctj  appoggiatura  (on  Bb)  without  resolution. 

(c)  Gj|  appoggiatura  (on  Ffy)  without  resolution. 
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f  rii^^i^^iJ 
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±i 


14 


m 


n 


<«) 


pp 


-• — •- 
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(14)    (a)  F#,  pedal  in  an  inner  part 
making  the  superimposed  seconds : 


#fcS* 


M.RAVEL.     Miroirs  (Noctuelles.)     (Demets,  Pubr.) 


(15)  (a)  Change  of  position  in  the  ,-- 
chord  of  the  dominant  9th  which  may  t 
even  result  in  3  successive  seconds.     t_ 

(b)   Appoggiatura  of  the  5th  resolving  very  correctly  on  the  follow- 
ing chord.     Here  is  the  passage  written  in  4  parts. 


3^J- 


itte 


^=fc 


*^-+- 


33 


[*©- 


« 
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RENE  LENORMAND.  Pay sage  pour  les  Veber's.   (Rouart  &  Lerolle,  Pubr.) 


#fp^^iil 


k 


16     «/ 


9* 


S|^P^^ 


w 


■H-h 


PP 


a-6 


(16)    Chromatic  scale  at  the  major  second,  which  can  only  be  ex- 
plained on  the  ground  of  its  humorous  intention. 


SAMUEL  ROUSSEAU.    La  Cloche  du  Rhin.    Page  1.    (Choudens,  Pubr.) 
Grave. 


SE±zd: 


z&> 


17 


§SEpSES?E^i 


tet 


'-=£ 


Hr=tr=*r 


i=3=& 


**— M— $3=2 


(See  Chap.  V.) 


I  'I 


ANDRE   CAPLET.     Do,  re,  mi,  fa,  sol.     (Monde  Musical,  Pubr.) 

8 

> 0 J i # i-, : * # i !* i 
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fig 


-i — v 


=*-•  =P= #=P=^ 


Chords  of  the  7th  by  chromatic 
degrees. 


I=F 


S====t=t=t==t=t=i: 
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(a) 


fc— ¥— ft. 


9'     >        II 


4=E 


a* 


fe 


The  notes  of  the  part  in  C  major 
are  by  turns  appoggiaturas,  prin- 
cipal notes  and  passing  notes. 


In  his  "Histoire  de  la  Musique"  (Vol.  I,  page  472),  M. 
Woollett  quotes  some  curious  examples  from  Rameau: 


RAMEAU.     Platte. 


$ 


(I 


I 


m 


•  •       #- 


*t** 


3 


3=4 
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(a) 


=t*±#^ 


(c) 


(a)  Retardation  of  the  F#. 

(b)  Anticipation  of  the  tonic. 

(c)  Appoggiatura  against  the 
principal  note. 


(i 


'-fc££££ 


IIP 


(a)   Ornamentation  of  the  principal  note  and  of  a  retardation  of  the 
second. 
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CHAPTER  V 

NOTES  FOREIGN  TO  THE  CHORDS. 

PASSING  NOTES.   ORNAMENTS. 


If  fourths,  fifths,  sevenths,  seconds,  ninths  may  be  written 
as  harmony  notes  by  similar  and  conjunct  motion,  one 
perceives  that  the  modern  school  have  allowed  melody-notes 
to  benefit  by  the  same  freedom.  It  will  be  seen  at  the  end 
of  the  chapter  under  what  conditions  they  are  now  used. 

SAMUEL  ROUSSEAU. 
page  134. 


La  Cloche  du  Ehin.     (Choudens,  Pubr.) 
page  62. 


(a) 


^ 


** 


M 


M: 


% 


tt§ 


lE|£E^zft^: 


¥ 

(1)  (a)  Truncated  turn  in  the  lower  part. 

(2)  (a)  Ornamentation  of  the  major  third. 


bi^jgpliNI 


i 


SAMUEL  ROUSSEAU 

Moderate. 


La  Cloche  du  Ehin.      (Choudens,  Pubr.) 

J 


(3)  Passing  notes  in 

augmented  fourths 

and  sixths. 


p    _  e>         LI 


SAMUEL   ROUSSEAU.     La  Cloche  du  Ehin.     (Choudens,  Pubr.) 

page  28. 
Theme  dc  la  cloche.  (c)      |5  1^  |! 


-WW-  ^.     — ;  %J&—3^ 
JZl p_ — | p p p 


-&-&&■ 


9ifa=fejs: 


f 
(a) 


-73 *~ 


(a)  Ornamentation  with  inner  pedal  on  B. 

(b)  Ornamentation  with  inner  and  upper  pedal  on  B. 
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page  1. 


Explanation 
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(a) 


:8p — * — M- 


:L— l— U 


(a)    Gjjj  is  a  passing  note. 
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fe 


a©«- 
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A  b—  ^ 
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I  (c) 


b-v 


:fl£ 


b«- 


SE 


(6)   Cb  Eb  Gfy  passing  notes. 

(c)  E{|  appoggiatura  making  its  resolution  simultaneously  with  the 
movement  of  the  passing  notes. 

CH.  KCECHLIN.     Neere.     (Hachette,  Pubr.) 
Lento. 


(7)    Ornamentation  in  fourths. 
CH.   KCECHLIN.     Les  Metaux.     (Rouart  &  Lerolle,  Pubr.) 


a 


frU  *^ 


(«) 


(6) 


iie^E^E^ 


Ff 


(8)  (a)  (6)  Ornamentation  by  contrary  motion  (c)  Ornaments  making 
a  chord  of  the  7th;  nevertheless  in  the  mind  of  the  composer  these 
combinations  are  written  for  their  sonority  without  consideration  of 
musical  grammar. 
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CH.  KCECHLIN.     Berceuse  phoque.     (Rouart  &  Lerolle,  Pubr.) 


(9)  Passing  notes  in  chords  of  the  second  —  a  rapid  succession  of 
lightly  played  fourths  for  string  quartet  against  sustained  parts  for 
voice  and  flute. 


CH.  KCECHLIN.     Les  Metaux.     (Rouart  &  Lerolle,  Pubr.) 
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9t 
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1  I 


(10)    (a)  F  and  A  passing  notes  not  preceded  by  the  harmony  note. 


CH.  KCECHLIN.     Les  Reves  morts.     (Rouart  &  Lerolle,  Pubr.) 
Moderate. 
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(11)    Passing  notes  in  7ths. 
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CH.  KCECHLIN.     Berceuse  phoque.     (Rouart  &  Lerolle,  Pubr.) 
Andante  con  moto. 

Voix  SOLO. 
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Harpes. 
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(12)    Passing    notes   in  fourths  and    in  fifths  by  contrary  motion. 
This  is  written  with  the  effect  of  the  orchestration  in  mind. 
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CH.  KCECHLIN.     Berceuse  phoque.     (Rouart  &  Lerolle,  Pubr.) 
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(13)  (a)  Passing  notes  in  chords  of  the  ninth.  Owing  to  the  altera- 
tion of  the  5th,  the  character  of  the  chord  of  the  9th  is  annulled.  An 
orchestral  effect. 


CH.  KCECHLIN.     Accompagnement.      (Rouart  &  Lerolle,  Pubr.) 
P~~jj      |    poco  rail.  ^ ^ 
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(14)    Simultaneous  ornaments  by  contrary  motion.     (By  Common 
Chords.) 
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CH.  KXECHLIN.     Etudes  symphoniques.     (unpublished.) 


57 
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(15)    (a)  and  (6)  Ornamentation  by  Common  Chords. 

C.  DEBUSSY.     Chansons  de  Bilitis.     (Fromont,  Pubr.) 
Tres  lent  (a) 

-•A       ~ 


r(c)T 

(16)    (a)  C#  an  auxiliary  note   (b)  F>r  ornamentation  below    G# 
(c)  Eft  ornamentation  below  F# 

ERNEST  MORET.     Poeme  du  silence.     (II  pleut  sur  la  mer.) 

(Heugel,  Pubr.) 


(17)   Ornamentations  at  the  3rd  and  5th  by  similar  motion. 

E.  CHABRIER.     Gwendoline.     Page  94.     (Enoch,  Pubr.; 

Sop.  |^^  k         ^         i 


M 


18       n'ont  rien      vu       pas  -  ser      sur     les       la  -  mes 
Cont.   (a)  (b) 


twig  n 


(18)   Chords  of  2  consecutively,  made  by  the  ornaments  in  4th9 
(a)  (6) 
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DEODAT  DE   SEVE'RAC.     Le  del  est  par  dessus  les  toits. 
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(a) 


notes. 


RENE   LENORMAND.     Pay  sage  pour  les  Veber's. 

(Itouart  &  Lerolle,  Pubr.) 
Moderate.  ^_#_         b_f2_  1-^  | 
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2  P&dales. 
(20)   Passing  notes  in  changing  octaves. 
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(21)     (22)     Ornaments  in  augmented  4th  and  6ths. 

Study  of  Modern  Harmony. 
Allegro. 
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(23)   Ornaments  in  inverted  9ths. 

M.  RAVEL.     Miroirs.     (Durand,  Pubr.) 
glissando.        8 


(24)    Passing  notes  in  4ths. 

SAINT-SAENS.     5th  Concerto.  (Durand,  PtfbrO 

Molto  allegro.  8 

8 


mM 


(25)  (a)  Passing  notes  in  fifths  and  sevenths.  They  have  for  their 
object  the  portrayal  of  an  exuberance  of  joy,  which  is  the  character  of 
the  piece. 
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DEDUCTIONS 


From  the  foregoing  examples,  it  may  be  deduced  that  the 
Modern  School  employs  passing  notes  and  ornaments  under 
the  following  conditions :  — 

Passing  Notes 

In  seconds,  in  combination  with  appoggiaturas  (6). 

In  minor  thirds.     (Classical  teaching.) 

In  major  thirds.     Chap.  X  (6),  (7). 

In  fourths  (12),  (24). 

In  fifths  (12). 

In  augmented  fifths.     Chap.  X  (1). 

In  sixths.     (Classical  teaching.) 

In  sevenths  (11),  (25). 

In  thirds  and  sixths.     (Classical  teaching.) 

In  fourths  and  sixths.     Chap.  IV  (4). 

In  augmented  fourths  and  sixths  (3). 

In  common  chords  (12). 

In  chords  of  the  seventh  (9),  (13). 

In  chords  of  the  ninth  (13). 

In  changing  octaves  (20). 

Without  being  preceded  by  the  harmony  note  (10). 

Ornaments 

In  seconds  (16). 

In  minor  thirds.     (Classical  teaching.) 

In  major  thirds  (2),  (4),  (5). 

In  fourths  (7). 

In  fifths  (15),  (17).     Chap.  I  (7),  (17). 

In  sixths.     (Classical  teaching.) 

In  thirds  and  sixths.     (Classical  teaching.) 

In  fourths  and  sixths  (18).     Chap.  IV  (4). 

In  augmented  fourths  and  sixths  (21),  (22). 

In  common  chords  (14),  (15),  (17). 

In  chords  of  the  seventh.     Chap.  II  (2). 

In  inverted  chords  of  the  ninth  (23). 
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CHAPTER  VI 

APPOGGIATURAS 

Chord-changing,  either  at  the  same  moment  as  the  reso- 
lution of  an  appoggiatura,  or  during  the  continuance  of  the 
appoggiatura,  is  a  procedure  which  may  be  found  analysed 
in  treatises  on  Harmony.  The  suppression  of  the  note  of 
resolution  of  the  appoggiatura  is  a  recent  practice.  This 
artifice  opens  a  perspective  entirely  new  to  lovers  of  the 
unforeseen.  One  may  thus  write,  by  conjunct  degrees,  the 
upper  or  lower  auxiliary  of  any  note  whatever  of  a  chord, 
and  then  not  trouble  about  it  afterwards.  .  .  But  there 
must  be  good  reason  for  having  recourse  to  this  means;  used 
at  all  awkwardly  it  will  easily  give  the  impression  of  incoher- 
ence.    Good  taste  alone  can  serve  as  a  guide. 

MAURICE  RAVEL.    Les  grands  vents  venus  cT outre  mer.    (Durand,  Pubro 
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(1)  Appoggiaturas  without  resolutions.     (See  Chap.  VIII,  (4)  where 
the  complete  passage  is  analysed.) 

M.  RAVEL.      Sur  Vherbe.     (Durand,  Pubr.) 


(2)   Appoggiaturas  without  resolution. 
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M.  RAVEL.     Valses  nobles  et  sentimentales.     (Durand,  Pubr.) 
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(3)    This  fragment  is  composed  on  a  single  chord 
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Let  us  now  see  the  passage  with  the  resolutions  of  the  appoggiaturas, 
all  of  which  resolutions  take  place  only  in  bar  A,  where  the  chord 
changes  its  position: 
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Bass  simplified. 


=3= 


^ 


The  E  (a)  and  (b)  does  not  produce  a  change  of  chord.     It  is  a 
passing  note  in  both  cases. 
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M.RAVEL.     MIEOIRS  {Oiseaux  tristes) .     (Demets,  Pubr.) 
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(d)      (e) 


Appoggiaturas  without  resolutions 


(e)  In  writing  B#  in  place  of  C{f  the  resolution  on  Aft  becomes  quite 
natural,  in  spite  of  the  presence  of  At}  in  the  lower  part,  the  ornamental 
character  of  which  is  evident. 


CL.  DEBUSSY.     Chansons  de  Bilitis.     (Fromont,  Pubr.) 
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(a)  E  an  appoggiatura  mak- 
ing its  resolution  on  D  at  the 
moment  of  the  change  of  chord 
at  (c) 

(6)  The  same  E  (appoggiatura) 
becomes  an  integral.note  in  the 
chord  of  the  ninth. 


(a)  and  (c)  give 


^ 


DEODAT   DE   SEVERAC. 

(52)    See  Chap.  VIII  (1),  (2).   Appoggiaturas   without  resolutions, 
or  added  ninth. 

CH.  KCECHLIN.     Les  Beves  morts.     (Rouart  &  Lerolle,  Pubr.) 
Moderate. 
n       (a)                     (b)  ■     (c)  _ 

l~jti\ 1 : ~A -_L      __H    (fl)     G>     appoggiatura 
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without  resolution. 
(6)  D#  and  F#  appoggi- 
aturas without  resolu- 
tions.* 

(c)  Gfcf     appoggiatura 
without  resolution. 

(d)  B,  Tonic  pedal. 


May  be  analysed  classically.     See  the  "Traite*  of  Reber." 


STUDY   OF  MODERN  HARMONY 


65 


CH.  KCECHLIN.     Vastre  rouge.     (Bouart  &  Lerolle,  Pubr.) 
(a)  (b) 
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(7)  (a)  G,  Appoggiatura  of  F#  without  resolution,  (b)  Eb  Appog- 
giatura of  D  without  resolution,  (c)  Chord  of  the  7th  over  the  passing 
tonic. 


CH.  KCECHLIN.     La  sommeil  de  Canope.     (Rouart  &  Lerolle,  Pubr.) 
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(a)  C#  Unresolved  ap- 
poggiatura of  Bb. 
(6)  A{j  Unresolved  ap- 
poggiatura of  G. 

(c)  Bt|  Appoggiatura. 

(d)  Bb  Harmony  note 

Of  +  2. 

(e)  Dominant  minor 
ninth:  the  G#  should 
be  written  Ab. 

(/)  Chord  of  the  9th. 


WOOLLETT.     Intermezzo  from  Sonata  for  Piano  and  Violoncello. 

(Leduc  &  Bertrand,  Pubrs.) 
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(a)  Gb  Appoggiatura  of  F.     (6)  Ab  Appoggiatura  of  Gfc|. 
(c)  Db  Appoggiatura  of  C.     (d)  Eb  Appoggiatura  of  DJj. 
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CH.  KCECHLIN.     Le  sommeil  de  Canope.  (Rouart  &  Lerolle,  Pubr.) 
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(a)  Pedal;    (6)  F#  passing  note  and  b  7  of  E  on  F#  pedal; 

(c)  *|  on  F#.     (d)  Ei}  Passing  note;   (e)  D#,  E#,  G#,  Bi{  appoggiatura- 

chord  of  the  following  chord,  taken  at  the  same  time  as  the  harmony 
notes  in  the  lower  8ve.*     (/)  The  same  as  the  previous  bar. 


SAINT-SAENS.     Ltejanire.     (Durand,  Pubr.) 


m^ 


(11)    Appoggiaturas    in    chords    of    the    diminished    fifth.     They 
represent  the  agonies  of  Hercules  on  wearing  the  fatal  tunic. 


*See  foot-note  on  next  page. 
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FLORENT-SCHMITT.     Psaume  XLVI.     CMathot,  Pufcr.) 
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(a)  (6) 

(12)    (a)  Eb  appoggiatura  of  the  Db  in  the  final  chord  (6). 


*  Foot-note  to  page  66. 
MOZART.    L' Enlevement  au  serail.     (Translation  Durdilly.)     Page  74. 


The  appoggiatura  against  the  harmony  note  is  of  classical  use: 
(a)  F#  against  G.     (6)  E  against  F.     (c)  C#  against  D. 
It  should  be  noticed  that  in  the  present  case  the  tone-qualities  are 

different. 

In  quotation  (10)  the  harmony  notes  are  at  the  octave  below. 


BEETHOVEN.    Finale  of  the  9th  Symphony. 


m  ±  i 


Here  is  a  characteristic  example  from  Beethoven,  in  which  the  chord 
of  the  7th  on  C#  as  appoggiatura  to  the  chord  of  D  minor  is  attacked 
at  the  same  time  as  the  latter,  so  that  all  the  notes  of  the  scale  of  D 
minor  are  heard  together. 
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ALBERT   ROUSSEL.     Bourree.     (Bouart  &  Lerolle,  Pubr.) 
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(13)  Somewhat  complicated  as  they  are  in  appearance  these  harmonies 
(a)  (6)  (c)  are  composed  of  appoggiatures  of  the  chord  of  C#  major  (d). 


DEDUCTIONS 


1.  The  foregoing  quotations  bear  specially  on  the  un- 
resolved appoggiatura.  As  we  have  said,  the  use  of  this 
artifice  depends  only  upon  the  good  taste  of  the  individual; 
only  musicians  in  whom  is  an  artistic  intuition  strong  enough 
to  take  the  place  of  the  rule  should  use  it.  (1),  (2),  (3), 
(4),  (6),  (7),  (8). 

Chap.  Ill  (17);  Chap.  IV  (7),  (13). 

2.  It  is  evident  that  from  the  moment  that  it  became 
possible  to  make  progressions  of  all  kinds  of  harmonic 
combinations  by  step  and  by  similar  motion  of  all  the  parts, 
the  modern  school  found  itself  authorised  to  treat  appog- 
giaturas  simultaneously  by  similar  movement  under  the  same 
conditions  of  freedom. 

It  may  be  observed  that  if  a  chord  is  of  the  character  of 
an  " appoggiatura"  as  regards  all  its  notes,  and  if  it  moves 
by  similar  motion,  there  results  a  succession  of  two  identical 
chords.  The  first  preserves  the  character  of  an  appoggia- 
tura only  by  the  nature  of  the  neighbouring  harmonies,  or 
by  the  presence  of  a  pedal. 
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CHAPTER  VII 

.  1IrtT„„m  ^™„~*~    ,*%  ( Imitations 
ANCIENT   DEVICES   (*) ]  m 

( Sequences 

BAR-LINES 

FALSE   RELATIONS.     PEDALS 

MELODIC   INTERVALS 

Imitations. 

This  artifice  of  traditional  writing  tends  to  disappear. 
Certain  composers  have  completely  renounced  its  use;  others, 
and  they,  perhaps,  form  the  greatest  number,  use  it  only  to 
enhance  the  piquancy  of  the  harmonic  colouring.  Musicians 
of  a  classical  education  continue  to  utilise  it  with  all  the 
simplicity  of  a  school  exercise.  It  would  be  as  wrong  to 
proscribe  it  entirely  as  to  abuse  it.  All  that  can  contribute 
to  the  realisation  of  the  artistic  ideal  conceived  by  the 
composer  it  is  good  to  use.  (1),  (2),  (3). 


Sequences. 

For  long,  in  technical  studies,  an  excessive  use  was  made 
of  sequences,  a  matter  which  can  only  be  regarded  as  de- 
plorable, for  it  inculcates  in  the  pupil  a  taste  for  easy 
formulas.  The  Sequence  is  the  mother  of  the  "  Rosalia. " 
The  examples  which  one  meets  with  seem  to  have  been 
inspired  by  a  recollection  of  the  school,  rather  than  by  any 
aesthetic  idea  (7).  Nevertheless,  in  certain  cases  they  may 
correspond  with  a  dramatic  sentiment  or  assist  the  expansion 
of  the  melodic  outline. 


*  There  need  be  no  question  here  of  the  combinations,  scarcely  to 
be  called  musical,  which  entertained  the  masters  of  the  XVth  century. 
Very  happily,  works  conceived  in  this  spirit  are  to  be  met  with  only 
rarely  in  the  modern  period :  — 

B.  DAMCKE. — PRELUDE  in  4  parts  for  organ  or  piano  in  counter- 
point by  retrograde  and  contrary  motion.  (Richaut,  Pubr.,  about 
1865.) 

RENE  LENORMAND.  —  DIVERTISSEMENT  AMERICAIN 
for  piano  duet  in  counterpoint  by  retrograde  and  contrary  motion. 
(J.  Hamelle,  Pubr.,  c.  1875.) 

With  no  artistic  interest  this  kind  of  music  can  be  considered  only 
as  a  virtuosity  of  technique  in  writing. 
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Bar-Lines. 

It  does  not  seem  to  us  paradoxical  to  say  that  among  the 
obstacles  raised  by  the  theorists  against  the  development  of 
musical  thought,  the  most  serious  is  that  of  the  bar-line.  It 
was  at  the  outset  —  towards  the  end  of  the  16th  century 

—  a  means  of  facilitating  execution,  and  in  the  character  of 
"  guide  tine"  a  finger  post,*  it  rendered  and  still  renders  great 
services  which  make  it  difficult  for  us  to  dispense  with  it. 
But  its  action  is  not  limited  to  these  services.  Little  by 
little  the  notes  have  grouped  themselves  otherwise  than  in 
this  bar,  taking  in  the  mind  of  the  composer  an  importance 
relative  to  their  position;  that  which  precedes  the  bar  is  feebly 
accented,  that  which  follows  immediately  is  struck  strongly 

—  weak  beat,  strong  beat.  The  mind  of  the  great  musicians 
is  itself  warped  by  the  power  of  that  habit.**  The  classical 
theorists  have  imposed  on  them  the  division  by  four  meas- 
ures:  "The  Carrure." 

Without  having  any  pedagogic  intention,  we  counsel  all 
young  musicians  to  habituate  themselves  to  think  and  to 
write  without  taking  any  account  of  the  question  of  bar- 
lines.  After  that,  to  facilitate  reading,  they  will  add  bar- 
lines  before  the  accented  parts  of  their  musical  discourse. 
From  that  will  proceed  measures  of  all  sorts;  but  what  does 
this  matter?*** 

(See  "L'Abbaye"  of  Koechlin,  where  measures  of  %  \  %  § 
alternate,  and  also  "Rhodante,"  of  the  same  author,  where 
are  found  measures  of  g  \%  %  %  g  ****  (8),  (17).) 

False  Relations. 

What  is  to  be  said  of  the  false  relation  of  the  tritone? 
Reber  found  the  rules  "obscure  and  contradictory."  They 
are  now  no  more;  no  one  bothers  much  about  the  false 
relation  of  the  tritone.  It  was  inadmissible  that  the  two 
notes  of  a  harmonic  interval  on  which  rested  the  actual 
tonality  should  be  heard  in  two  neighbouring  chords.  Two 
major  thirds  in  succession  by  whole  tones  were  forbidden, 


*  "A  help  to  feeble  minds  and  bad  counters."     Morley  (Tr.). 

**  We  may  point  here  to  the  remarkable  studies  on  Rhythm  and 
Time  of  M.  Jean  d'Udine.  We  believe  he  is  not  far  from  sharing  our 
point  of  view.  In  any  case,  his  new  and  very  personal  views  are  of  the 
very  highest  interest  for  musicians. 

***  M.  H.  Woollett  in  his  "Pieces  d'etude"  (Leduc  &  Bertrand, 
Pub.),  gives  a  general  list  of  all  the  bar-measures,  which  are  to  the 
number  of  fifty. 

****  rpke  Andante  and  Finale  of  the  2nd  Symphony  of  Borodine, 
comprise  continual  changes  of  time. 
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because  they  produced  the  false  relation  of  the  tritone;  for 
a  long  time  major  thirds  have  been  so  written,  so  we  need 
say  no  more.     (See  Chapter  X.) 

The  question  of  the  false  relation  of  the  octave  is  more 
delicate;  nevertheless  the  best  authors  write  it,  but  so 
skilfully  as  to  draw  from  it  happy  effects.  (4),  (5),  (6),  (9). 

Pedals.* 

The  solid  pedals  of  the  tonic  and  dominant  on  which  all 
the  masters  have  piled  up  vivid  progressions,  preparations 
for  the  great  climax,  ingenious  "stretti,"  etc.,  have  not  failed 
to  come  under  the  influence  of  modern  times  (13),  (15),  (16). 
A  melodic  outline  may  be  taken  as  a  pedal  (10),  (11);  in 
other  cases  the  pedal  is  so  short  that  it  may  be  called  a 
"passing  pedal"  (12).  If,  in  their  origin  (10th  century), 
pedals  were  a  naive  procedure  for  sustaining  the  voice,**  they 
have  become,  in  modern  writing,  a  source  of  harmonic 
complexity. 


(*) 

GOUNOD.     Ulysse.     (Choudens,  Pubr.) 


fea#=# 


This  is  bold  harmony  for  the  period  at  which  it  was  written.  We 
recall,  to  the  honour  of  the  celebrated  composer,  that  he  interested 
himself  in  musical  evolution,  and  more  than  one  young  composer  found 
in  him  a  warm  defender. 

**  Primitively  the  hurdy-gurdy  (vielle),  and  the  bagpipes  (corne- 
muse)  were  intended  to  make  the  tonic  heard  in  the  bass,  in  a  continu- 
ous manner;  it  is  known  that  the  Arabs  accompanied  their  heroic 
songs  with  a  sustained  note  on  the  Rebec. 
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G.  FAUK13.     Labonne  Chanson.     (Op.  61,  No.  6.)     (J.  Hamelle,  Pubr.) 

Allegro  moderate. 
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(1)  Imitation. 
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(2)  Imitation. 


G.  FAURE.    La  Fee  avx  Chansons.     (J.  Hamelle,  Pubr.) 
Allegretto  vivo  (molto  meno  mosso) 
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(3)   Imitation. 
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G.  FAURE.     Le  Parfum  imperissable.     (J.  Hamelle,  Pubr.) 
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G.  FAURE.     ies  Presents.     (J.  Hamelle,  Pubr.) 


(4)   False  relation. 
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(5)    False  relation. 


M.  RAVEL.     Miroirs.     (Oiseaux  tristes.)     (Durand,  Pubr.) 
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The  Gj|  being  an  appoggiatura,  according  to  classical  technique  there 
is  no  false  relation.     The  same  remark  applies  to  the  other  chords. 


S.  ROUSSEAU.     La  Cloche  du  Rhin.     (Choudens,  Pubr.) 
Allegro  moderalo.      page  118 
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(7)   Sequence. 
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M.  RAVEL.     Sainte.     (Durand,  Pubr.) 
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(8)     Bar  of  one  beat. 
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S.  ROUSSEAU.    La  Cloche  du  Rhin.     Page  31.     (Choudens,  Pubr.) 
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(9)     (a)  Chromatic  false  relation. 


CH.  KCECHLIN.     Le  Vaisseau.     (Kouart  &  Lerolle,  Pubr.) 
Voice  &  Orchestra. 
Lento  PPP      but  expressively 


lite 


##r 


d 


II 


1* 


i 


fei=l 


^  <  pp  ^e  bass   gradually  dying 

*  |  away 

(The  figure  which  serves  as  a  pedal  is  prepared  in  the  previous  bars.) 
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gradually  dying  away. 
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Musical  and  expressive  effect:   drifting  of  the  vessel,  distress,  soli- 
tude and  bitterness. 


CL.  DEBUSSY.     Hommage  a  Rameau.     (Durand,  Pubr.) 
Lent  et  grave. 


z?- 


(11)    (a)  Melodic  outline  forming  two  inverted  pedals  a  third  apart. 
(6)  Pedal  in  the  bass. 
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CH.  KCECHLIN.     Soir  Paien.     (Rouart  &  Lerolle,  Pubr.) 
Lento.  a 
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(a)  F#  root  of  a  chord  of  the  9th;    (6)  F#  appoggiatura  of  E;   At) 
appoggiatura  of  G;   (c)  B  transient  tonic  pedal;   (d)  Pedals,  Bb  and  F. 
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GABRIEL  DUPONT.     La  maison  dans  les  dunes.     (Heugel,  Pubr.) 

laissez  vibrer.  .  . 

(a) 
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(13)     (a)  A  note  foreign  to  the  harmony  forming  an  inner  pedal. 

GABRIEL   DUPONT.     La  Glu.     (ACT   IV.)     (Heugel,  Pubr.) 
Tres  lent. 
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Pedal  in  the  bass  on  which  are  imposed  remote  harmonies.  ■  After 
taking  knowledge  of  the  foregoing  chapters,  the  reader  can  explain  all 
the  successions  of  chords  by  means  of  alterations  and  appoggiaturas. 
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M.RAVEL.     Gaspard  de  la  nuit.     (Legibet).     (Durand,  Pubr.) 
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A  particularly  interesting  example  of  an  inner  pedal.  The  whole 
piece  might  be  quoted,  as  that  note,  sometimes  A#,  sometimes  Bb,  is 
not  abandoned  for  a  single  instant,  in  the  midst  of  the  most  disturbing 
harmonies,  complicated  by  unresolved  appoggiaturas. 

PAUL   DUKAS.     Ariane  et  Barbe  Bleue.    Page  97.     (Durand,  Pubr.) 
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(a)  One  of  the  upper  parts  approaches  the  pedal  F#  from  the  distance 
of  a  semitone.  There  will  be  found  a  number  of  interesting  examples 
of  pedals  in  this  score. 
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CH.  KCECHLIN.     Etudes  antiques  No  1.      (Suite  Symphonique.) 

(Unpublished.) 
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tranquillo. 


Example  of  changes  of  bars,  (or  rather,  of  phrases),  written  origi- 
nally without  bar-lines. 


Melodic  Intervals. 

All  treatises  on  harmony  devote  a  chapter  to  the  melodic 
intervals  permitted  or  forbidden. 

Nevertheless,  the  Breton  labourer,  the  boatman  on  the 
Volga,  the  camel  driver  of  the  desert  —  to  whom  Nature  has 
suggested  admirable  songs,  as  though  to  deride  professional 
musicians  —  none  of  these  anonymous  composers  have  con- 
sulted treatises  of  harmony  to  know  what  they  have  the 
right  to  sing  and  often  they  have  used  melodic  intervals 
said  to  be  forbidden. 

That  there  are  some  intervals  more  or  less  easy  to  attack 
is  incontestable,  but  a  "musician"  will  write  no  melodies 
except  those  possible  to  sing,  if  he  writes  for  the  voice;  and 
instruments  do  not  recognize  difficulties  of  intonation. 

The  question  may,  therefore,  be  looked  at  under  two 
aspects: 

1.  In  writing  for  instruments  all  intervals  are  accessible; 

2.  In  writing  for  the  voice  the  freedom  of  writing  is  lim- 
ited only  by  greater  or  less  facility  of  execution. 

Large  bodies  of  voices  deprived  of  accompaniment  succeed 
ill  in  enharmonic  progressions. 

Voices  doubled  by  an  accompaniment  can  approach  all 
intervals.  Voices  without  accompaniment,  or  with  an 
accompaniment  that  does  not  double  the  voice  parts,  hesitate 
in  approaching  certain  intervals. 
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For  example," the  following  intervals  are  difficult  to  sing: 
Doubly  augmented  :  Doubly  diminished :     Augmented 


I 


Unsion 


Octave 


Third 


X<2_ 


:fete 


-&- 


ip 


I 


Diminished 
Sixth 


Doubly  augmented  !  Doubly  diminished 
Fourth  Fifth 


l 


w 


zfete 


X22_ 


XS2. 


We  may  conclude  that  the  voice  is  opposed  to  the  subtleties 
of  our  system,  because  the  same  sounds  (tempered)  become 
easy  to  approach  by  changing  the  notation. 


i 


Difficult 


Easy 


Difficult 


Easy       *) 


25: 


ite 


1 


etc. 


The  composer  might  do  well  to  sing  all  he  has  written  for 
the  voice,  when  he  would  be  able  to  judge  if  it  were  possible. 
....     But  there  are  no  forbidden  melodic  intervals. 


*  The  partisans  of  the  division  of  the  octave  into  twelve  equal 
semitones  do  not  fail  to  tell  us  that  if  their  system  were  adopted  these 
complications  of  Notation  would  no  longer  exist.  "Nature  does  not 
know  the  derivative  notes,  and  each  number  of  vibrations  produces  a 
fundamental  and  unique  sound,  and  must  consequently  have  its  own 
name  and  not  be  tributary  to  the  note  which  precedes,  or  to  that  which 
follows."     Systeme  Musical  Menchaca. 
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CHAPTER  VIII 
TO   END   A  PIECE 

The  ear  is  so  accustomed  to  the  perfect  cadence  or  the 
plagal  cadence  as  the  termination  of  all  polyphonic  composi- 
tions, that  most  hearers  do  not  consider  a  piece  finished 
which  has  not  the  chord  of  the  tonic  as  its  final  chord. 

Nevertheless,  this  commonplace  close  may  be  found  to  be 
in  contradiction  to  what  has  gone  before.  To  quote  an 
example  in  a  well-known  piece:  — 

Everybody  knows  the  admirable  "Erlking"  of  Schubert, 
in  which  the  author  has  shown  so  dramatic  and  poignant  a 
sentiment.  At  the  close  of  the  song  —  where  the  father  per- 
ceives that  he  has  in  his  arms  only  the  dead  body  of  his 
son  —  Schubert,  submitting  to  inexorable  custom,  (he  must 
definitely  finish),  concludes  with  the  most  commonplace  of 
perfect  cadences. 

Schumann,  who  was  a  great  innovater  —  a  fact  too  often 
forgotten  —  knew  how  to  rid  himself  of  this  restraint  in 
"The  Soldier."  A  poor  devil,  in  order  to  show  himself  a  good 
soldier,  carried  out  the  order  to  shoot  his  best  friend;  his 
despair  troubled  Schumann,  who,  as  a  true  philosopher,  sees 
rising  before  him  a  problem  of  the  psychology  of  duty;  he 
pauses  immediately,  modifies  the  character  of  his  harmonies 
and  finishes  on  the  dominant,  with  no  tonic  conclusion, 
making  the  hearer  a  sharer  in  the  sentiments  which  animate 
him.  The  modern  school  has  followed  him  in  this  path,  and 
the  character  of  that  which  has  gone  before  prompts  the 
special  kind  of  termination  to  be  adopted. 

Here  are  some  examples  of  terminations  other  than  those 
made  by  perfect  or  plagal  cadences.* 


•GOUNOD.     Sapho.     Page  191.     (Choudens,  Pubr.) 
Andantino.  ^ — v  „ v 
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BOURGAULT-DUCOUDRAY  closes  the  "Rapsodie  Cambodgienne" 
{Heugel,  Publisher)  on  a  chord  of  the  J. 
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DEODAT   DE   SEVER  AC.     Le  ciel  est  par  dessus  le  toit. 

(Edition  mutuelle.) 

Lento. 


A  finish  with  the  9th  added  to  the  chord  of  the  tonic. 


DEODAT  DE   SEVERAC.      Un  reve.     (Edition  mutuelle.) 
Tres  calme. 
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The  D#  and  F#  may  be  considered  as  appoggiaturas  of  E  without 
resolution. 


RENE   LENORMAND.     Pieces  exotiques.     (J.  Hamelle,  Pubr.) 
Andante. 
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A  close  with  the  6th  added  to  the  chord  of  the  tonic. 


M.  RAVEL.     Les  grands  vents  venus  d'outre  mer.     (Durand,  Pubr.) 
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(a)   Appoggiatura  without  resolution.     Interesting  as  a  termination, 
this  passage  calls  on  other  grounds  for  a  careful  examination. 
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For  greater  clearness,  here  is  the  harmonic  progression  denuded  of  its 
passing  notes  and  appoggiaturas  (in  D#  minor  for  simplicity). 
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Appoggiatura  ascending  and  descending  from  the  D#  without  resolu- 
tion. 


CH.  KCECHLIN.     L'Eau.     (Rouart  &  Lerolle,  Pubr.) 
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Sixths  and  ninths  added  to  the  common  chord,  or,  appoggiaturas 
without  resolutions. 
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FLORENT   SCHMITT.     Glas.     (Mathot,  Pubr.) 


u. 


Lento. 


^m 


^^=&^* 


m 


E 


t=t 


m 


s* 


*t 


G& 


s; 


i 


#-=t 


}<^-»    -<$»-• 


W=4 


*&%. 


m 


"#: 


ifet 


3«P 


^g= 


^2. 


-^: 


P 


morendo. 


:<§-• 


¥ 


An  unexpected  close  of  great  effect  on  the  chord  of  F  minor. 


E.  CHABRIER.     Le  roi  malgre  lui.     (Enoch,  Pubr.) 
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CHAPTER  IX 
SCALES  — TONALITY 

"The  diatonic  major  scale  may,  therefore,  be  considered,  if  de- 
sired, as  a  rational  product  of  the  resonance  of  sonorous  bodies,  and 
having  as  its  origin  a  single  sound  which  is  the  base  of  the  system;  but 
on  condition  that  it  is  regarded  as  a  "manufactured  product,"  of  which 
human  genius  has  determined  the  definite  form  according  to  its  tastes 
and  aptitudes." 

Lavignac* 
(La  Musique  et  les  Musiciens,  Delagrave.) 

"Scales  do  not  exist;  tonality  alone  exists  and  two  modalities;  the 
rest  is  free  from  all  constraint." 

J.    HlJRE. 

(Dogmes  Musicaux.)** 

"The  scale  does  not  exist.     It  is  a  formula  of  convention." 

Derode. 
(Introduction  a  V  etude  de  Vharmonie,  Paris,  1828.) 

It  is  impossible  to  quote  here  all  the  musical  scales  em- 
ployed from  the  most  ancient  times.  We  will"  confine 
ourselves  to  pointing  out  those  which  can  be  utilized  by  the 
modern  school,  or  which  present  some  interest  on  the  ground 
of  curiosity." 

In  his  "Traite  d'harmonie"  (Lemoine,  Publisher),  Gevaert 
gives  an  excellent  study  of  the  diatonic  pentaphone,  or  penta- 
tonic  scale.  (I  have  adopted  the  French  word  here  as  being 
more  convenient  than  the  rather  unweildy  term  "pentatonic 
scale/')  which  he  considers  to  be  older  than  the  Greek  sys- 
tem, and  which  is  still  to  be  met  with  among  the  Mongols, 
the  Chinese,  the  Japanese,  the  aborigenes  of  America  and 
the  Celts  of  the  British  Isles.*** 


*  Among  all  the  musicians  who  have  expressed  this  opinion,  we  have 
selected  a  professor  of  the  Conservatoire  of  Paris  (M.  Lavignac),  a 
composer  known  for  his  enlightened  liberalism  (M.  Jean  Hure),  and 
a  theorist  of  1830  (M.  Derode). 

**  Monde  Musical  of  July  30th,  1911. 

***  Several  of  Wagner's  themes  are  based  on  the  diatonic  pentaphone. 

R.  WAGNER.    Rheingold.    (Schott,  London  and  Mayence,  and  Eschig,  Paris.) 
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The  following  are  different  modes  of  the  diatonic  penta- 
phone : 


1st  Mode. 
f) 

i 

2nd  Mode. 
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3rd  Mode. 


I 


4th  Mode. 


~ar 


-g — <g- 


p 


« 


-g? — g- 


These  four  modes  may  commence  and  finish  on  the  dominant. 
It  will  be  noticed  that  the  scales  comprise  no  semitones. 


M.  Woollett  in  his  "Histoire  de  la  Musique,"  (Monde 
Musical  and  Joseph  Williams,  Limited),  gives  us  a  mass  of 
curious  information  concerning  the  ancient  Hindoo  scales 
(Volume  I,  page  40).  It  is  impossible  for  us  to  write  down 
these  scales,  because,  except  for  the  fifth  degree,  which  corre- 
sponds exactly  to  our  true  fifth,  all  the  other  degrees  are 
raised  or  lowered  by  a  "srouti,"  an  interval  a  little  larger 
than  a  quarter  tone.  Some  treatises  of  music  in  the  Sanscrit 
language,  dating  2,000  years  before  the  Christian  Era,  dis- 
close this  system,  in  which  the  octave  comprises  22  "sroutis." 


If  we  examine  the  music  of  the  Greeks,  we  must  fix  pre- 
cisely the  period  of  which  we  wish  to  speak;  Greek  antiquity 
comprises  about  twelve  centuries  during  which  music  was 
continually  being  transformed.  In  the  time  of  the  Pelas- 
gians,  the  scale  of  \  tones,  that  which  constitutes  the  kind 
known  as  " enharmonic, "  was  used: 

\  tone-£  tone -major  3rd-l  tone-^  tone-£  tone -major  3rd. 

v Y > 

Octave  * 


*  F6tis.     Preface  to  the  7th  edition  of  his  "Traite  d'harmonie." 
In  spite  of  the  vast  erudition  of  the  celebrated  Belgian  musicographer, 


his  assertions  have  been  several  times  contested: 
sible  for  this  scale. 


we  leave  him  respon- 
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Later,  the  Hellenes,  after  having  conquered  Peloponnesus, 
substituted  the  \  of  the  tone  for  the  I  tone. 

But  if  the  oriental  chromaticism  spread  in  Greece  in  con- 
sequence of  successive  invasions,  some  peoples,  the  Dorian 
among  others,  remained  hostile  to  the  subdivision  of  the 
tone.  The  most  ancient  Greek  mode  that  is  known  is  the 
Dorian  mode: 


i 


w- 


to  which  may  be  added  the  Phrygian  mode: 


I 


-g>- 


is? — <g- 


p=^ 


and  the  Lydian  mode: 


£^ 


II 


These  scales  were  modified  and  completed  little  by  little; 
other  modes  sprang  up;  chromaticism  and  enharmonicism 
manifested  themselves  in  each  of  these  modes,  only  to  be 
abandoned  later;  at  last,  in  the  time  of  Aristoxenus,  the 
musical  system  of  the  Greeks,  of  a  learned  complexity,  in- 
cluded 13  modes;  a  little  later  the  number  was  increased  to 
15  modes,  but  six  of  these  were  merely  transpositions*. 

Leaving  on  one  side  these  six  transposed  scales,  and 
bringing  the  nine  others  to  a  uniform  starting  point,  we  have 
the  following:** 


*  We  cannot  speak  of  Greek  music  without  quoting  the  admirable 
studies  of  F.  A.  Gevaert:  "Histoire  de  la  Musique  dans  l'antiquite, 
Les  Problemes  musicaux  d' Aristotle,  la  Melopee  antique  dans  le  chant 
de  L'Eglise  latine;  Histoire  er  Theorie  de  la  Musique  grecque;  Traite 
d'harmonie,  1st  Part  (Lemoine,  Publisher). 

**  We  borrow  this  table  from  the  "Traite  de  Contrepoint"  of 
Richter  (Breitkopf  &  Hartel,  Publishers,  Leipsic). 
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1.   Hypo-dorian 
or  Aeolian. 


I 


2.   Hypo-phrygian. 


w. 


3.   Hypo-lydian. 


IX 


1--* 


t^i 


4.   Dorian. 


m 


-W    ^     *      ^-^ 


5.   Phrygian. 


^  —     -«-    *-     *  tt 


6.   Lydian. 


i 


^SjjEtSS 


7.   Hyper-dorian  or 
Mixo-lydian. 


fe 


-T  Vw 


TT-JP         *      ~ 


8.   Hyper-Phrygian       pzt 

or  Locrian.  ZEXIZZ^ 


9.   Hyper-lydian. 


i^-f-^--^-^1 


*  The  sign  +  indicates  a  note  added  to  complete  the  octave  when 
the  two  tetrachords  overlap.  If  the  added  note  is  at  the  bottom  of 
the  scale  the  prefix  Hypo  is  joined  to  the  name  of  the  mode;  if  it  is  at 
the  top  of  the  scale  the  prefix  Hyper  is  used. 
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The  following  are  the  eight  Ecclesiastical  tones  instituted 
by  Saint  Ambrose  and  Saint  Gregory: 


Authentic  Modes. 


Plagal  Modes. 


Dorian. 
Final. 


I 


Dominant. 


Hypo-dorian, 
F. 


D. 


»— g: 
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Phrygian. 
F. 


i 


Hypo-phrygian. 
F. 


-29- 
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(-»-)• 


Lydian. 
F. 


# 


D. 


Hypo-lydian. 
F. 


D. 


"O- 


TT* 


Mixo-lydian. 
F. 


i 


D. 


Hypo-mixo-lydian . 

F.  D. 


*-• 


*—• 


;(DEg^z1| 


Later,  six  new  modes  were  added,  but  two  among  them  were 
found  to  be  anti-melodic,  so  that  four  only  were  retained, 
which  brought  up  to  twelve  the  number  of  the  Church  tones, 
authentic  and  plagal. 


Aeolian. 
F. 


mm 


D. 


Hypo-aeolian. 
F. 


D. 


Ionian. 
F. 


g 


D. 


Hypo-ionian. 
F. 


D. 

z? • 


o    ^. 


Until  the  10th  or  11th  century  these  modes  were  called  1st 
mode,  2nd  mode,  etc.  Since  that  time  the  earlier  Greek 
denominations  were  again  used,  but  these  have  not  always 
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been  applied  to  the  corresponding  mode,  an  important  point' 
for  those  who  wish  to  make  researches  in  the  music  of  that 
period. 

The  many  scales  we  have  enumerated  offer  to  the  composer 
certain  resources  which  can  be  utilised  in  modern  polyphony. 


*  *  * 


After  giving  up  the  bizarre  and  monstrous  hexachordal 
system*  musicians  came  little  by  little  to  use  only  one  series, 
the  major  scale:  — 


i 


-z? &- 


From  this  scale  the  minor  scale,  which  appears  in  three 
aspects,  was  drawn.  (We  leave  on  one  side  the  questions 
of  the  origins  of  the  major  and  minor  scales.) 


w 


-g> — g- 


-^^=3T 


i 


li2z?=^ 


-g> g- 


-^— W5>- 


i 


-^ 


-w — & 


=ftzz=S 


Composers  continually  mingle  these  three  forms. 


*  For  a  long  period  the  paternity  of  this  system  was  quite  wrongly  at- 
tributed to  Guido  d'Arezzo.  In  his  "  Micrologue  "  he  says  explicitly: 
" There  are  7  notes  and  we  cannot  have  more  than  seven;  just  as  after 
the  seven  days  of  the  week  the  same  days  repeat  themselves  in  the 
same  manner  as  before,  and  the  first  and  the  eighth  bear  the  same  name, 
so  the  first  and  the  eighth  notes  must  be  represented  by  the  same  sign, 
because  we  feel  that  they  produce  the  same  sound."  ("  Histoire  de  la 
Musique  moderne,"  Marcillac). 

A  very  clear  exposition  of  the  hexachordal  system  will  be  found 
in  "La  Musique  et  les  Musiciens"  of  Lavignac.  Page  461,  (Delagrave, 
Publisher) . 
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By  raising  or  lowering  the  notes  of  the  diatonic  scale  we 
obtain  the  chromatic  scale  which  may  be  presented  under 
different  aspects  due  to  the  notation  employed. 

(i)  All  the  notes  may  be  raised  with  the  exception  of  the  6th  de- 
gree which  passes  to  the  7th  by  lowering  this  latter  note: 

(This  scale  corresponds  to  the  major  chromatic  mode.) 


I 


jp^jj^^^ 


-^r-ftir™— W 


(ii)  All  the  notes  may  be  lowered  with  the  exception  of  the  4th  de- 
gree, which  passes  to  the  5th  by  an  upward  alteration;  — 

(This  scale  corresponds  to  the  minor  chromatic  mode.) 


^=^==^B^^^^^^==^ 


(iii)  All  the  notes  may  be  lowered; 


i=^E^^^^lil^lJi 


-G>- 

or,  (iv)  all  the  notes  may  be  raised;  — 


§E=p^^=ffi=fic^i«=£=# 


-^rpr-a-ij^ 


or,  (v)  again,  a  mixture  of  raised  and  lowered  notes  is  found; 
(a) 


^=t^=e=Hf^3lF=B=ss^^i 


IE 


1 


(&) 


-fr»-fts> — £«-fe? — 9- 


?*==j£=Z=b+-k*— *=fc 


f#-  q    t*  \ 


The  chromatic  scale  (really  imaginary  since  it  is  imprac- 
ticable on  all  instruments  with  fixed  notes)  is  therefore : 


i 


fe^^^ysag^g^E 


that  is  to  say,  seventeen  sounds  represented  by  twelve. 
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To  these  scales  may  be  added  many  others:* 
That  of  Hauptmann :  — 


=J? 

*- 

"  m 

u± 

_. 

x>& 

Ik 

a 

o       -<s>        *> 

and  also  this :  — 

0 

1' 

zz 

b^? 

0 

-M 

\ 

— ^ — 

t>z? 

— W9 

etc 

,  etc. 

— <s> — 

M.  Busoni,  in  a  study  on  musical  scales,   (Breitkopf  & 
Hartel)  describes  one  hundred  of  them. 


Whilst  the  Western  races  eliminated  the  small  variable 
intervals,  the  Oriental  races  remained  faithful  to  scales  of 
one-third  and  one-quarter  tones.  The  transcription  of  these 
scales  is  impossible  by  means  of  modern  European  notation 
—  except  for  some  which  approximate  to  our  system,  but 
which  it  is  necessary  to  say  that  the  Orientals  declare  to  be 
false  when  we  execute  them.  The  use  of  the  interval  of  the 
augmented  second,  by  which  we  think  to  give  an  Oriental 
impression,  is  for  them  a  coarse  proceeding,  which  wounds 
the  extreme  delicacy  of  their  auditory  organ. 

M.  Bourgault-Ducoudray  in  his  "  Melodies  populaires  de 
la  Grece  et  de  l'Orient,"  gives  us  an  Oriental  chromatic 
scale. 


i 


Commencing  on  the  dominant. 


s^w- 


Commencing  on  the  tonic. 


sr- &- 


M.  Woollett  in  his  " Pieces  d' Etudes,"**  gives  a  table  of 
various  tonalities,  from  which  we  take  the  following  Oriental 
scale : 


i 


* 


-to* 


*  M.  Anselme  Vinee,  in  his  work  "Principes  du  Systeme  musical  et 
de  rHarmonie"  (J.  Hamelle,  Publisher),  brings  forward  an  interesting 
study  on  altered  scales. 

**  Leduc  &  Bertrand,  Publishers. 
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He  gives  besides  some  examples  of  scales  which  may  be 
formed  by  oneself  by  the  mixing  of  tetrachords  or  the  altera- 
tion of  certain  degrees. 

The  modern  Greek  Church  still  possesses  the  oriental 
chromaticism. 


#         = — 

E  i I  tone  -  1  tone  -  f  tone 


Pere  Thibaut  in  a  very  interesting  study*  shows  a  compara- 
tive table  of  the  Turkish  scale  —  a  division  of  the  octave 
into  23  intervals  —  and  the  Syrian  scale  of  Meshaqa  —  a 
division  of  the  octave  into  25  intervals.** 


Modern  authors  make  use  of  a  scale  of  whole  tones,  which 
gives  a  succession  of  six  notes  without  a  leading  note: 


i 


:2z5i 


see  Chap.  X. 

This  is  an  important  fact,  because  the  resulting  harmonic 
combinations  destroy  the  shape  and  character  of  the  tonality 
which,  by  comparison  with  the  Greek  tonalities,  is  called 
modern. 

We  have  already  drawn  attention  to  the  scale  of  M. 
Menchaca,  consisting  of  equal  semitones  and  giving  a  scale 
of  twelve  degrees. 

M.  Scriabine  makes  use  of  a  scale  formed  from  the  har- 
monics 8  to  14,  but  omitting  the  12th: 


i 


.&.       VJSL. 


* 


As  a  pleasantry,  futurist  musicians  claim  the  use  of  the 
"commatic"  scale,  that  is,  the  division  of  the  octave  into 
fifty-three  commas.  We  may,  without  being  taxed  with 
naivete,  take  this  demand  into  consideration,  because  the 

*  See  "La  Revue  Musicale  S.  I.  M."  of  15th  February,  1910. 

**  There  may  be  read  in  the  "Historie  de  la  Musique"  of  Woollett 
(Volume  1)  the  study  of  the  Syriac  scales  (Jacobite  or  Syrian  rite) 
after  Dom  Parisot;  there  will  be  found  also  an  interesting  review  of 
keys  and  modes  used  in  the  Maronite,  Coptic,  Abyssinian,  Ethiopian 
and  Armenian  Churches. 
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division  of  the  octave  into  small  intervals  is  in  use  in  the 
modern  East.  It  is  not  a  new  idea;  2,000  years  before 
Christ  (see  page  88),  the  Hindoos,  futurists  without  knowing 
it,  divided  the  octave  into  twenty-two  "srouties."  Besides, 
there  exists  in  the  Imperial  Museum  at  St.  Petersburg,  an 
organ  or  harmonium,  in  which  the  octave  is  divided  into 
fifty-three  intervals;  the  keys  are  of  different  colours  and 
arranged  on  five  keyboards. 

In  principle  we  see  no  objection  to  the  making  of  scales  of 
small  intervals,  each  race  being  free  to  choose  the  succession 
of  sounds  which  best  meets  the  expression  of  its  sentiments. 
But  beyond  a  certain  limit  the  auditory  organ  can  catch 
nothing  but  a  confused  noise. 

*  *  * 

It  may  be  useful  to  recall  that  by  tonality  is  meant  the 
complete  relationship  established  between  the  different 
elements  of  a  series  of  sounds,  those  relationships  grouping 
themselves  around  the  first  note  of  the  series,  the  tonic. 

The  modern  school  modulates  continually  and  with  the 
greatest  skill;  the  most  remote  tonalities  are  approached 
with  facility  by  ingenious  successions,  and  the  change  of 
mode  which  brings  together  more  remote  tonalities  is  always 
ready  to  come  in.  Besides,  as  the  chord  of  the  dominant 
seventh  characterises  a  key,  from  the  moment  when  several 
can  be  used  in  succession  that  which  is  called  modulation  — 
that  is  to  say,  the  preparation  of  a  new  tonality  —  is  found 
to  be  very  much  modified.  It  is  no  longer  a  group  of  chords 
that  prepares  a  new  key,  it  is  a  series  of  progressions  of 
passing  keys,  of  which  the  whole  determines  the  feeling  of  a 
principal  tonality. 

Everybody  knows  that  the  distance  from  one  key  to 
another  key  depends  upon  the  number  of  sharps  and  flats 
which  differentiates  them,  but  it  must  be  noticed  that  when 
there  are  more  than  six  sharps  or  flats  between  the  two 
scales,  they  have  no  longer  any  notes  in  common. 

In  the  classical  style,  it  was  considered  that  the  keys 
formed  upon  the  degrees  of  the  diatonic  scale  (II,  III,  IV, 
V  and  VI)  constituted  the  series  of  possible  modulations 
from  the  principal  key;  the  substitution  of  minor  for  major, 
and  vice  versa  further  increased  the  number  of  these  depend- 
ent keys.  Now,  one  modulates  to  each  degree  of  the  chro- 
matic scale  and  regards  it  as  the  tonic.  Whether  the  com- 
poser limits  himself  to  exploring  the  neighbouring  keys,  or 
whether  he  approaches  the  remote  keys,  he  must  never  for- 
get that  a  well-considered  passage  draws  its  value,  its  effect, 
from  that  which  precedes  and  that  which  follows.  He  must 
never  sacrifice  the  line  of  logical  succession  of  keys  and 
chords  to  the  pleasure  of  writing  a  curious  harmonic  example. 
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CHAPTER  X 
ON  THE   WHOLE-TONE   SCALE 

This  combination  of  notes  is  often  used  by  the  modern 
school,  who  draw  from  it  curious  successions  of  chords  of  the 
augmented  fifth.* 

The  whole-tone  scale  has  only  six  notes,  and  has  no 
leading-note.  It  cannot  terminate  on  the  octave  except  by 
having  recourse  to  the  enharmonic. 

Since  it  finds  its  inspiration  in  the  old  division  of  the  scale 
into  tetrachords,  the  whole  tone  scale  can  be  divided  into 
two  tetrachords,  the  last  note  of  the  first  being  the  first  note 
of  the  second,  which  fixes  the*  position  (the  4th  degree)  of 
the  enharmonic  change. 


i 


%& 


±&—&- 


3 


*  Wagner  used  chords  of  the  augmented  fifth,  but  most  frequently 
by  chromatic  degrees,  which  gives  them  a  different  character  from  the 
examples  quoted  on  pages  101  and  following. 

WAGNER.    Tristan  und  Isolde.     (Breitkopf  &  Hartel.) 


#jf^,Viy|lh^ 


»=£ 


P 


% 


(a)     cresc. 


§5 


=r 


(i 


S3 


^^^MMMk* 


=&: 


S 


ar 


-<S- 


•=* 


-I    .4 


(a)   By  chromatic  degrees. 
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In  harmonising  this  scale  we  have  a  chord  of  the  augmented 
fifth  on  each  degree: 

~1    A 


[4^j^x^=^a  \)m  i*  r*i 


In  consequence  of  the  identity  of  sound  of  the  augmented 
fifth  and  the  minor  sixth  these  chords  are  reduced  to  two: 


m 


»P^ 


-yz?- 


-&- 


m 


i» 


m 


m 


-■&- 


.«- 


J2#- 


$e= 


in 


'*-(£>- 


The  scale  in  thirds  will  be  as  follows: 


S=EiiE||3lEfe« 


and  by  contrary  motion: 


(i 


ib^--: 


i=E^iEl^l«iE-^ 


(§^ieI? 


Lte^te 


bg-bSdig 


*  WAGNER.     Siegfried.     (Schott,  London  and  Mayence,  and  Eschig,  Paris.) 


fafefe 


(6) 


S 


(6)  By  minor  thirds  in  the  bass. 
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We  may  also  have  the  scale  in  chords  by  contrary  motion: 


(i 


fcl 


%13  *frigiggi 


w& 


%$mw%v% 


It  will  be  noticed  that  the  notes  of  each  chord  of  the 
descending  scale  are  the  same  in  sound  as  the  notes  of  the 
corresponding  chord  of  the  ascending  scale. 

For  those  who  are  not  afraid  of  the  harshness  of  the 
discords*  we  may  point  to  a  curious  arrangement  of  the  scale 
of  whole  tones.  In  each  chord  the  six  notes  of  the  scale  are 
heard. 


a 


m 


*fe 


(I 


m 


# 


E*5 


m 


wz 


±m 


jk=m 


i'ft'ftV 


±E 


*  The  basis  of  the  harmony  of  M.  Scriabine's  "Prometheus,"  is  the 
following  chord,  which  he  treats  as  a  perfect  concord.  (Nicolas  Pet- 
roff.  Monde  Musical  1911)  (see  also  Clutsam,  Musical  Times  1913. 
H.A.) 


We  are  a  long  way  from  the  time  when  the  third  was  treated  as  a 
dissonance;  besides,  the  classing  of  intervals  as  consonances  and  dis- 
consonances  is  arbitrary.  It  may  be  said  that,  theoretically,  there  is 
but  one  consonance,  the  unison,  of  which  the  relation  is  represented  by 
\;  the  farther  removed  from  this  simple  relation,  the  less  is  the  interval 
consonant,  but  the  point  where  "dissonance"  begins  must  vary  accord- 
ing to  the  susceptibilities  of  the  ear. 
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These  combinations  are  not  much  used  in  the  form  of 
scales  by  contrary  motion  (11),  but,  taking  them  by  them- 
selves, one  may  seek  and  find  some  entertaining  progres- 
sions, because  each  of  these  combinations  is  identical  in 
sound  with  a  chord  of  the  ninth  of  which  the  fifth  is  doubled 
and  altered,  ascending  or  descending  (8) ; 


The  same  interpretation  obtains  with   the   other   com- 
binations. 

In  these  scales  we  have  indicated  the  enharmonic  change. 
In  practice  the  diminished  third  is  approached  openly: 


DEBUSSY. 


3?*=t 


-£ 


5f=fc 


and  in  the  scales  of  thirds  the  skip  of  the  diminished  third  is 
made  successively  in  the  two  parts,  which  brings  about  two 
diminished  fourths  in  succession.  See  Debussy  (6)  and 
Saint-Saens  (7). 

Lastly,  the  enharmonic  character  of  these  six  chords  which 
reduce  themselves  to  two  makes  it  possible  to  use  alter- 
natively the  forms  #5,  %  and  %;  Debussy  (6). 

There  exists  a  second  scale  of  whole  tones;  that  which  has 
for  its  point  of  departure:  C#. 


# 


-^ 


!|^(*iee?): 


I 


-&- 


i 


All  that  we  have  said  with  regard  to  the  former  scale  may 
be  applied  to  the  latter. 

There  are  no  other  whole-tone  scales.  Every  other  point 
of  departure  than  C  or  C#,  brings  about  only  a  reproduction 
of  these  two  scales. 
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CH.  KCECHLIN.     L'Astre  rouge.     (Rouart  &  Lerolle),  Piibr.) 
Andante,    p  cresc.  x>oco  a  poco.  , 


1=3=3: 
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Et    le    rou  -   ge    Sa 
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gl 
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m 
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Explanation. 
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hS        o 

(a) 
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5 

im       ^    l& 
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bi 
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. 
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<2      ° 

The  whole  on  a  pedal  A. 
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CL.  DEBUSSY.     Children's  Corner.     (Durand,  Pubr.) 
-&- 


i 


■b^- 


CL.  DEBUSSY.     Prilude  (piano).     (Fromont,  Pubr.) 

A      A     A      A 

FTffl  - 


A.  BRUNEAU.     Le  Beve.     (1891).     (Choudens,  Pubr.) 
page  65.  do/ce. 

A, :  =|  ...  T  I      |=F==£ 

Is 


CL.  DEBUSSY.     Prelude.     (Fromont,  Pubr. 


Jfe 


Whole- tone  scale  with  interval  of  the  diminished  third. 
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CL.  DEBUSSY.     Pelleas  et  MMsande.     Page  236.     (Durand,  Pubr.) 


Mod6ri. 


(a)  One  part  makes  a  skip  of  a  diminished  third,  the  other  continuing 
by  whole  tones,  which  gives  two  diminished  fourths  to  the  point  where 
the  second  part  in  its  turn  makes  a  skip  of  a  diminished  third  (b). 

SAINT-SAENS.     Scherzo.     Op.  87,  page  2.     (Durand,  Pubr.) 

Presto. 
1st  piano .  \        { 


%=& 


\ — i- 
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*=*=«* 
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t=t 
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t=t 


m* 


tx 


!d  piano. 
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e^e^ee 


f 


= — ttr 


Another  example  of  the  same  progressions. 

H.  WOOLLETT.     Sonata  in  F%  minor.     (Leduc  &  Bertrand,  Pubr.) 
{Piano  and  Violoncello.) 
Allegro. 


An  example  of  all  the  notes  of  the  whole  tone  scale  being  heard 
simultaneously,     (a)  Chord  of  the  dominant  ninth  on  B  (in  E  major) 
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with  ascending  alteration  of  the  fifth  F#  (written  G  for  Fx),  and  de- 
scending alteration  of  the  same  fifth  F#  (written  E#  for  FJ!j).  The 
ninth,  C#,  approaches  the  root  at  a  distance  of  a  second  which  gives: 


I 


sTipp^ 


CL.  DEBUSSY.     Pelleas  et  Melisande.     Page  111.     (Durand,  Pubr.) 
Modfre'. 


jj^^^&EEEg 


plus        bas,    dans    le      jar-din ;  la-bas, 


m 


<\        9 


m 
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'• * r- 


&^ 


CL.  DEBUSSY.     Pelleas  et  Melisande.     Page  4.     (Durand,  Pubr.) 


CH.  KCECHLIN.     La  Guerre.     (Rouart  &  Lerolle,  Pubr.) 


# 


X     1     MlX i 


.a-ST -"LJLj 


PNP 


jA.::?:tf..:gj 


*Wf^gga 


si 


*-p 


P=P=Re 


a 


ii 


Lfl  L 


<§ltFi 
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Chords  of  the  augmented  fifth  by  contrary  motion,  causing  all  the 
notes  of  the  whole  tone  scale  to  be  heard  simultaneously. 
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CHAPTER  XI 
VARIOUS   HARMONIES 

ELORENT   SCHMITT.      Tristesse  au  jardin.     (Mathot,  Pubr.) 


Lento. 
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■*2- 


g 


04S>- 


j^n 
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I  (a) 


Jfe 
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Augmented  eleventh.     This  is  the  harmonic  eleventh  added  to  the  ninth. 


CL.  DEBUSSY.     Chansons  de  Bilitis.     (Fromont,  Pubr.) 
Lento. 
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(a)  D#  appoggiatura  and  after- 
wards ornamentation  of  C#. 
(6)  A#  and  C#  melodic 
figure  forming  a  pedal. 


Aft  being  equisonant  with 
Bb  we  may  also  say: 


^ 


« 

F 


M- 


t± 


M 


~¥' 


CL.  DEBUSSY.     Chansons  de  Bilitis.     (Fromont,  Pubr.) 
Lento. 


The  transposition  of  the  chord  (a)  readily  explains  this  passage.' 
(6)  is  a  second  inversion  of  the  chord  of  the  9th  on  the  dominant  Eb; 
or  a  chord  of  the  ninth,  Ab  and  C  being  appoggiaturas  of  G  and  Bb;  or 
still  further  a  chord  of  the  11th  on  Bb.  (c)  Passing  notes  going  through 
the  chord. 


CL.  DEBUSSY.     Chansons  de  Bilitis.     (Fromont,  Pubr.) 
Lent. 
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Chords  are  written  for  their  sonority;  it  is  therefore 
not  necessary  that  they  should  all  be  fully  explained.  In 
the  present  case,  the  effect  of  the  A  (c)  is  so  mysteriously 
poetic  and  so  adequate  to  the  sense  of  the  words  which 
precede  that  one  would  hardly  think  of  asking  from  whence 
it  is  derived. 

Nevertheless  it  may  be  said: 


{a) 


jj| 


Chord  of  the  diminished  seventh 
at  the  same  time  as  the  tonic. 


(b)  D  retardation  of  C. 

(c)  A,  unresolved  appoggiatura,  or  added  sixth. 

It  may  be  interesting  to  analyse  A  as  a  passing  note  in  changing  octaves.. 


i  p 


M 


^ 


£ 


CLAUDE    DEBUSSY.     Children's  Corner.     (Durand,  Pubr.) 

Allegretto  ma  non  troppo. 

JL* ^ Pt (V- 


,■■  Qfljfa            fs           f\          N  . 

l?P           i      i      l 

w  3?  #  it 

— 1 — *]' — ^-~*r~  ^ — *— 
— •— J # •— 

Tonic  and  dominant  pedal,  with  melody  accompanied  by  the  fourth 
below.     See  Chap.  I,  page  12,  Note  on  Organum. 
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CLAUDE   DEBUSSY.     Hommage  a  Rameau.     (Durand,  Pubr.) 

(c) 


kdffiiihSfi&tfi 


m 


^r{M&*h$m 


wm 


%&L 


(0 


^ 


(a) 


(4) 


J        ^ 


2P- 


— %*- 


(a)  Chord  of  the  9th  on  A#. 
(6)  Chords  of  the  diminished 
7th  by  conjunct  degrees. 
(c)  Alteration  of  the  7th  in 
^  without  root,  or  more  sim- 

+  piy 


3 


i^&fe 


^ 


CLAUDE  DEBUSSY.    PeZZe'a.s  et  Melisande. 
Lourd  et  sombre. 


Page  128.    (Durand ,  Pubr.) 


^F=&^=Bz=tF=S=SF=&=^&. 


3± 


-V V V V V 


V V- 


Sen-tezvous   l'odeur    demortqui     monte 


4^8 


m$^EEEE^^_ 


% 


P«= 


1* 


The  explanation  of  passages  of  this  kind  must  be  sought  in  the  sense 
of  the  words  rather  than  in  the  notation  of  the  chords.  These  may  be 
explained,  nevertheless,  as  unresolved  appoggiaturas  and  as  chords  of 
the  whole  tone  scale. 
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A.  BRUNEAU.     Messidor.     Page  179.      (Choudens,  Pubr.) 


S2Z— % =3F  V-g. •—  -fe — *=  te 


1  pp  1 


PsEg 


V&- 


^ 


-zr(b) 


(b) 


In  considering  bar  2  separately  we  have 

(6)  Bb  appoggiatura  of  an  unheard  Ab,  that  is  to  say: 


t==4 


$S=b2z=: 


°  app. 


M 


i=^a=i 


m 


app. 


app.      double  app. 


but  if  we  consider  bars  1,  2,  3,  4,  we  shall  see  that  the  first  note  is  sym- 
metrically the  appoggiatura  of  the  harmony  note  of  the  3rd  beat: 


app. 


app. 


app. 


app. 


i=qF=3 


£B£ 


3 


-si— b&- 


and  we  may  consider  the  Bb  as  the  harmony  note,  the  sixth  replacing 
the  5th,  or  an  anticipation  of  the  7th. 


MAURICE   RAVEL.     Gaspard  delanuit.     (Le  Gibet.)     (Durand,  Pubr.) 
Tres  lent. 


m 


SEE 


*=£=$ 


EP*^ 


-• •- 


"-&- 


-n — s — «sq — •- 

rfr: 


8      PP 


r 


a 


^ 


9i*?# 


5F  3  *: 


■=*■ 


Superimposed  fifths. 
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MAURICE   RAVEL.     Miroirs.     (Alborada.)     (Demets,  Pubr.) 
tres  sec  et  Men  rythmd 


The  passage  transposed  into  D#  minor  becomes  easy  to  analyse: 
(a)  is  simply  an  inversion  of  the  9th. 


m 


fes 


^=it- 


(a) 


25S§s=§ 


iSteg 


MAURICE    RAVEL.     Miroirs  (La  vallee  des  Cloches.)     (Demets,  Pubr.) 
Very  slou 

J. 


iei 


fc: 


(ft) 


(lite 
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«      («) 


^st 


(a)  appoggiatura 


as 


(g)g 


<<0 


(c) 


princi- 
pal 
chord 


(6)1 

cho  rd  of 

the  7th 

inv  erted 


Ifct* 


E  appoggi- 
atura with- 
out resolu- 
tion 


$ 


princi- 
pal 
chord 


(«) 


(e)  Gj|  root  of  a  chord  of  the  9th  by  the  equisonance  of  Eft  with  F 
(<2),  and  Ab,  B  and  D  with  G#,  B  and  D. 
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V.  D'INDY.*     L'Etranger  (Introduction  to  Act  II.)     (Duraud,  Pubr.) 


The  most  simple  com- 
binations are  some- 
times of  great  effect. 
Such  is  the  shake  on 
G-Ab,  which  with  the 
retardation  below  caus- 
es the  following  notes 
to  be  heard  simultane- 
ously. 


fe^i^ 


-&- 


V.  D'INDY.     L'Etranger.     Page  85.     (Durand,  Pubr.) 
Lent. 


^*fefeS 


I 


is 


** 


»-   '  to 


1 


12 


cresc. 


r 


^ 


II  I 


*/« 


,#- 


£-d~ 


g-jj-     («) 


cresc. 


§Sfe=& 


t^rt 


*  See  page  126. 
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In  "horizontal"  writing  better  count  of  the  musical  tissue 
can  be  taken  by  isolating  the  different  counterpoints: 


i 


W 


(a) 


&m% 


U  «i 


3E 


£ 


t~n 


t=t 


b*  s* 


^ 


:t: 


V.  D'INDY.     L'Etranger.     Page  91 


In  music  on  a  contrapuntal  basis  there  is  no  occasion  to 
look  for  the  chords;  what  should  be  observed  is  the  move- 
ment of  the  parts,  the  relation  of  the  simultaneous  sounds 
of  which  may  at  certain  moments  be  classed  as  "chords." 

In  the  present  case  we  believe  it  to  be  the  intention  of  the 
author  to  consider  the  bar  (a)  as  being  formed  of  counter- 
points written  round  a  single  chord. 


RENE   LENORMAND 
Lent. 


Le  Jardin  des  bambou; 


(Heugel,  Pubr.) 


pg 


J: 

Deuk  Ped 


(a)  Common  chord 
with  added  sixth 
and  added  ninth, 
approached  at  the 
distance  of  a  sec- 
ond. 
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G.  FAURE.     La  bonne  Chanson.     No.  4-     (Hamelle,  Pubr.) 
Allegretto  quasi  Andante. 


p^ff*f¥ 


Remote  tonalities,  lightly  touching  various  chords.* 

G.  FAURE.     Pieces  breves.      (Hamelle,  Pubr.) 
Allegro  moderato. 


0m 


}•— P- 


P 


Sf 


5p 


*: 


BE 


'    16 


(tip -1>  f^jjp^^E 


SB 


gSIili 


"V         J      fa  J      i- *N 


/ 


ggiBll 


It  is  thus,  as  we  have  said  in  the  preface,  that  M.  Gabriel 
Faure  occupies  an  exceptional  place  by  the  turn,  full  of 
elegance  and  of  modernism,  which  he  knows  how  to  give  to 
successions  of  relatively  simple  chords. 

*J.  S.  BACH.  "A  Little  Labyrinth  of  Harmony."  Works  for 
Organ,  Peters'  Edition,  Vol.  IX. 


n 


PXfCTM^ 


s 


r*f 


¥W¥> 


ir 


I 


m 


# 


s 


ms 


# 
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GABRIEL   DUPONT.     Les  Caresses.     (Heugel,  Pubr.) 
P 


W&: 


*=^ 


-3--9I— S» 


R-j—R-R 


MUt 


# • #— •— ^"T- 

La  sa  -  li  -  ve  de  tes  baisers 
Lent  et  recueilli. 


~5E^ 


■i-  '   • 

sent  la   dra-g6e 


3 


;® 


m 


17 


"I 


ti 


RJ 


tr 


Jft? 


^  I 


?r 


p  • 


^: 


The  right  hand  plays  in  E  minor  and  the  left  hand  in  C  major. 


GABRIEL   DUPONT.     Poemes  rTAutomne.     (Astruc,  Pubr.) 


m 


mr^z 


■*=*■ 


*—+ 


Dou-ceurda  soir  !  Dou  -ceur  de    la  chambre  sans  lam  -  pe  1 
Lent  el  recueilli. 


#&=£ 


zfc= 


imsa. 


Sh 


18  P 


i 


&- 


^£1 


Wjg+ 


I 


£fc=±P 


=t 


A— -, 


fe£^; 


-v—v — - — * — v — 

Le  cre'-pas-cule  est  donx —  com-me  u-ne  bon  -ne  mort 

— -CI— I ~ 


y*  i    i 


■± 


&&* 


t—+- 


m 


■^f- 


Chords  of  the  6th  with  the  bass  doubled.     The  modern  flavour 
obtained  by  very  simple  means. 
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GABRIEL   DUPONT.     Poemes  d'Automne.     (Astruc,  Pubr.) 


s 


V — K     V.     $ 


s — *- 


>— N 


-y 'y — 'y—y 

Et    lan-gou-reu-se-mentla  clar-t^     se     re  -  ti  -  re  :    Dou  - 

r        i  \     " 

tres  calmc.  jL  J  i  \ 


HI 


£ 


19 


99  P 


^S 


s 


* 


^r 


dolce. 


-a- — N 


£%^^^E=^^^!^±fcfc 


b-— £ ^#- 


v*-V 


ceur!  Ne  plus  se  voir  distincts'.N'etre  plus  qu'un!  Silence 


( 


±± 


ft  H   », 


^,p 


fe 


S 


id 


s^ 


Tbir 


¥ 


-ft-bS 


EE 


Successions  of  chords  of  the  9th  of  different  species  in  the  fourth 
inversion. 


A.  ROUSSEL,     Soir  d'ete.     (3rd  part  of  the  Poeme  de  la  Foret.) 

(Kouart  &  Lerolle,  Pubr.) 


WmJnHi 


20  l£-^-J* 


-r 

EES53^3 

• h*    .     !•- 


~1 


(l 


-&- 


* 


^- 


h 


e: 


s 


£ 


^P^ 
*£=*£ 
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Explanation 
(a) 


(b) 


►ESS 


-n  - 


& 


I      I 


(d) 


3= 


(c) 


i* 


it 


4= 


(a)  Chord  of  the  tonic  of  Db  minor  with  the  sixth  added. 

(b)  3rd  inversion  of  the  chord  of  the  dominant  9th  with  the  5th  altered, 
on  Cb  dominant  of  Fb. 

(c)  Chord  of  the  dominant  7th  of  Db  understood. 

(d)  Eb  pedal,  or  merely  a  foreign  note  to  the  first  chord. 

A.  ROUSSEL.     Foret  d'hiver.     (Rouart  &  Lerolle,  Pubr.) 
1st  Vns. 


21£=M 


WfeJ  " 


V'CELLOS. 


\& 


isd 


1  i  f  tt  «L. 


§5 


:± 


1 |-~t 


V-^r 


fn?=H3=* 


0.  B.  ♦' 

#ve. • 

Successions  of  chords  of  the  ninth  (by  conjunct  degrees)  the  sixth 
replacing  the  5th.  The  minor  6th  being  identical  with  the  augmented 
5th,  the  passage  may  be  analysed  as  chords  of  the  9th  with  upward 
alteration  of  the  5th,  the  whole  on  an  inner  pedal. 

A.  ROUSSEL.     Resurrection. 
Tres  lent. 


§5± 


d 


(Rouart  &  Lerolle,  Pubr.) 


-M 


m 


«=* 


22 


(6). 


(e) 


§^ 


-??- 


ifl)Sl 


:fe 


t 


5 


Pjd) 

=1= 


*#t 


V 
■I 


(a)  Chord  of  the  dominant  9th  with  appoggiatura. 
(6)  Eb  appoggiatura  of  the  5th. 

(c)  Chord  of  the  diminished  7th  of  the  key  of  G  minor. 

(d)  Tonic  chord  of  G  minor. 
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A.  ROUSSEL.     Evocation.     (No.  3.)     (Durancl,  Pubr.) 


8- 


m 


23 


& 


& 


&? 


-c^z?" 


.-&- 


A  chord  built  up  gradually  by  its  notes 
being  held  one  after  the  other  and  em- 
bracing in  its  full  extent  the  different 
sounds  of  the  harmonic  series. 


ST 


8- 


m^m 


E.  MORET.     Vers  tout  ce  qui  fut  toi.     (Pour  toi.)     (Heugel,  Pubr.) 


m 


m 


Mr 


m 


¥ 


Et  que  j  'ouvr  a  ge-noux  pour  voir  comme  un  tr6- 


ite^nsg^ip 


«s^=td=ts^ 


Tout  mon  pas-se"  dansl'ombre  6- tln-celer  en  -  cor 


This  composer  often  uses  the  enharmonic  notation. 
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'E.  MORET.     Une  heare  sonne  au  loin.     (Pour  toi.)     Heugel,  Pubr.) 


i 


tee 


^±&=^e=h^ 


I 


A-it-K 


I? 


#=£ 


5 — *- 


v — *- 


boi 


re    cet  -  te  nuit      i  -    de*  -  ale 


a    tes 


te 


$ 


hg.     te    Itfaifr 


8 


iS£ 


L_3J 


25 


( 


§to 


s 


W         <6>        (a)   (d) 


i 


a^M^ 


r»ri 


S3 


OT^fr 


(S 


*^ 


(a)  B  appoggiatura  of  A  (d). 

(b)  D  appoggiatura  of  the  ornamental  Cj|. 

(c)  Ornamentation  of  the  appoggiatura. 

(d)  A,  harmony  note  (9th  in  the  chord  of  the  9th  on  G#), 

E.  MORET.     Tuber euse.     (Heugel,  Pubr.) 


I-!- II' 


gn^^^^^^ss 


Dans  ta  beaate  re-vant  comme  revent  les  planjes  EDfant  dont  ra'ont  charme 


IA 


P 


fete 


sjet 


26 


|«0|       i 


mm^m 


te 


mm* 


fc 
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wM^^B 


«? 


(a) 


(a) 

m 


Major  9th  without  leading  note,  with  downward  alteration  of  the  5th. 


CH.  KCECHLIN.     L'Astre  rouge.     (Ronart  &  Lerolle,  Pubr.) 


£ 


«t  Hi  m 


27 


f    f  T_f 


*WM 


44  i  ±\i  i=$ 


(a)  Chord  of  the  9th  on  a  passing  tonic. 


* 


CH.  KCECHLIN.     Accompagnement..    (Rouart  &  Lerolle,  Pubr.) 


Lent  et  tres  lie. 


-fz- 


25te 


28     PPPP 


%& 


*t 


-ffl- 


t 


(a) 


I & — ^» — n 


(b)      |(c) 
-<»-   -<s- 


^2 ,SL 


3=± 


($ 


(a)  Chord  of  the  7th  with  two  appoggiaturas,  Ab,  Cb. 

(b)  Chord  of  the  13th  formed  by  the  superposition  of  six  thirds. 

(c)  Chord  of  the  7th  with  Ab  doubled  in  the  lower  octave  on  Eb  pedal. 

(d)  Pedal  Eb. 
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CH.  KCECHLIN.     Rhodante.      (Rouart  &  Lerolle,  Pubr.) 
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§E^ 


6t  sou 


dain  se-souleve  a  de-mi,  pale  et 
(a) 


som  -  bre 


(a)  Chord  of  the  7th  on  double  pedal,  A,  E.  [  nu™Aa  u„m„  ™  +™„i 
(6)  Chord  of  the  7th  on  double  pedal  Ab,  Eb.  (  Chords  havmg  no  tonaI 
significance  and  written  solely  for  their  sonority  and  the  relation  which 
they  have  to  the  words. 


CH.  KCECHLIN.     L'astre  rouge.     (Rouart  &  Lerolle,  Pubr.) 
poco  allarg.     a  tempo,  (unpeu  ralenti). 


$m^mi^ 


s 


*M 


30  /  dim.  Poco  a  Poco- 


£$&-£ 
E     *-§- 


F  fr 


Sffi 


9* 


is: 


:2^: 


fcs 


I  t^s>- 


The  simplicity  of  the  original  harmonies  of  this  passage  is  surprising. 


,  SZIIL 


IF 


-»- 


T- 


,P^ 


is: 


is: 

is: 


TT 


•&'» 
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LOUIS   AUBERT.     Odelette.     (Durand,  Pubr.) 

*\p(a)  (by- 


V=N=fi 


£* 


<X)\ 


ir=h 


jtZZMt 


-**- 


31 


Lent. 


Et  c'est  ton      om  -  bre  que  je  cher-  che 


=1= 


gfe?: 


ppp 


*-*—* 


£ 


w- 


(c) 


(d) 


(c) 


9i£zfe 


*=3=* 


^P 


fcsj:      « 


U     ^f 


(a)  The  voice  employs  the  notes  constituting  the  chord  of  %  on  F  of 
the  first  bar. 

(b)  Appoggiatura. 

(c)  Quadruple  appoggiatura  of  the  chord  of  C  (d). 
(e)  BJJ  for  Ct>. 


LOUIS  AUBERT.   Preludes.    (Crepuscule  d'Auiomne.)    (Durand,  Pubr.) 


m> 


N  N    ft    N 


i 


f33 


&=^te 


4=2 


^=i-*- 


maient     nereviendrontpas         dans  l'au -torn    -  ne 


i 


lis 


32 


IP- 


^P=m^dS 


§i^ 


3: 


*sis 


» 


(a)  *(b) 


*%ft 


It: 


m^ 


3ttt 


f 


•^-rgH 


3t±^I 


■#1 


^r 


■#i 


(a)  Chord  of  T  on  A  (on  pedal  D)  F# 

appoggiatura. 

(6)  Double  unresolved  appoggiaturas 
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LOUIS   AUBERT.     Nuit  mauresqiie.     (Durand,  Pubr.) 

dolce  ed  espressivo. 


J.     =~f> 


m 


is-* 


& 


ffi 


•^Jlfi-fS. 


-*-=!- 


v*-*-++* 


w=s 


« 


Ma  maitres 


:te 


33 


tandis  que  l'instant  se  pro- 


gSg 


sss 


•fe 


^1: 


zg~ 


1    X 


u 


*^ 


fcfcu!* 


^l-5*-*" 


"=»-*- 


:P^ 


«rr 


•iqs     1X    1 


These  bars,  and  the  whole  phrase  that  follows,  rest  on  the  chord 
of  ?  on  Bb.     The  alterations  of  F  (Fb),  and  of  C  (Cb)  are  unvarying 

and  unresolved,  giving  the  scale 


i 


~i"^r^ 


jj^fc 


PAUL   DUKAS.     Ariane  et  Barbe-Bleue.     (Durand,  Pubr. 
page  87  Lent,  (c)  (c)  (c)  (c) 


♦frc 


p$^mmim 


34    ™/ 


f 


dim. 


^^E^ 


KM: 


:i' 


PI 


*&=« 


(a) 


2im 


n- 


■M- 


b  V 


-bi- 


* 


without  alteration, 


;\>+- 
b? 


>"  (6)  .  P-^ 

(a)  Chords  of  the  augmented  5th  proceeding  by  step. 
(6)  Chord  of  X  on  F  with  altered  5th  in  the  3rd  inversion.     The  Eb 
afterwards  becomes  a  pedal. 

(c)  Several  interpretations  are  possible  for  the  intermediate  chords. 
The  best  would  be  to  consider  them  as  formed  of  melodic  notes  of 
different  kinds. 
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PAUL   DUKAS.     Ariane  et  Barbe-Bleue.     (Durand,  Pubr.) 
page  102. 


u. 


m 


-=?— f 


FS-A- 


A— N 


w-=± 


-•— •- 


« 


ggjgj 


Mon  long  baiser  de  sceur  vous  a-t-il  fait  du 

cddez. 


it 


i^i 


35 


m* 


'^UA 


■*  *  *  * 


4=& 


t=^a=3 


espress. 


Passage  comprised  in  the  chord  of  §  on  C#  t^h- !i 

5th  altered  (Fx  for  Gt[).  +  t|p:zrg|f:= 


with  the 


Harmony  notes: 


a 


3i± 


^ 


5^ 


p- 


1 — 

The  other  notes  are  appoggiaturas  without  resolution,  or  passing 
notes.  The  B#  of  the  voice  is  borrowed  for  the  melodic  line  from  the 
passing  notes  of  the  orchestra. 


JEAN   HURE.     Sonate  pour  Piano  et  Violoncelle.     (F$  minor,  1904.) 

(Mathot,  Pubr.) 
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Lento  assai. 
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PPP  tres  leger  et  lointain. 
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Example  of  a  melody  accompanied  by  modern  harmonies.  This 
sonata,  from  the  point  of  view  of  the  equipoise  between  a  melody  of 
straightforward  progression  and  an  extremely  modern  harmony,  is 
worthy  of  note.     See  Chap.  XII,  Conclusion,  page  140. 

JEAN   HURE.     Sonate  pour  Piano  et  Violoncelle.     (F#  minor.) 

(Mathot,  Pubr.) 

(») 


**-i  i  i  n  i  f-^~tzJtt    ~" — K-F=^-p 


Lointain,  gracieux  et  leger 
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tres  serve, 
(d) 
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This  fragment  is  readily  explained  by  reference  to  Chapter   X, 
(Whole  tone  scale). 


£3*3 


(»)  f-  ~-  i, 


S^ 


F-#- 1== ^^^i==fl  (<*)  .and    to   super-  r-ff j~ n »jzq] 

I Sqi  j=b£=jfr P—    P°sln^  of  chords  of  Ufa     Z    |T~^t|=H 

t^Z=P2 — p=?p=£=U  the  augmented  5th#  t^zzit—U |ffi_jjj 


(See  Whole-tone  scale  harmonized.) 


JEAN  HURE.     Suite  sur  des  chants  Bretons.     (1898.)     (Mathot,  Pubr.) 
For  Piano,  Violin  &  '  Cello. 


Met.  J—  76.^ 


:j 


The  chord  (a)  may  be  analysed  in  two  ways: 
1.   Bb   appoggiatura  of  Ab  not  heard, 
in  a  chord  of  the  augmented  6th  on  Ab. 


2.    By  taking  F#  as  Gb,  the  chord    \£\± 
of  the  9th  on  A b  is  formed.  r^~ 


iHfc 


it 


|N 


JEAN   HURE.     Sonata  in  F  major.     (1906.)      (Mathot,  Pubr.) 
For  Piano  &  Violoncello. 
Allegro  ma  non  troppo. 


w££&m 
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The  bars  1,  3  and  4  are  formed  of  the  chord 
of  F  with  the  6th  added;  all  the  foreign  notes 
are  passing  notes  or  ornamentations: 


* 


-3L- 


Bar  2,  chord  of  the 
9th  on  Db;  Bb  or- 
namentation : 


m 


*Z  Bar  5,  chord  of  the  9th  on 
Gb;  Eb  appoggiatura  of 
Fb  or  of  the  unheard  Db. 


-b' 


b^ 


The  harmonies  simply  stated  are: 


1 


fcl=a 


f=F 


-* — *- 


& 


ii 


H M r 

JEAN   HURE.     La  Cathedrale.     (Drama  in  preparation.)    (1910-1912.) 
Quatuor  avec  sourdines  Batterie  de  Cymbales  pppp 
8- 


(a)T  (b)    \ 

M.  Jean  Hure  has  communicated  to  us  this  unpublished  fragment, 
which  defies  analysis.  The  chords  come  without  doubt  into  the  category 
of  those  written  for  their  sonority  without  regard  to  musical  grammar  (?). 
We  observe  only  that  in  the  chords  (a)  and  (6)  the  same  notes  are 
heard  under  different  conditions  in  changing  octaves,  and  that  the 
chord  (a)  sounds  all  the  notes  of  the  chromatic  scale. 


-/■ 
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M.    FAURE.     Le  parfum  imperissable. 
Andante  molto  moderato. 


(J.  Hamelle,  Pubr.) 


The  close  of  each  strophe  really  ought  to  be  quoted.  Moreover,  the 
whole  melody  deserves  to  be  cited  as  a  most  typical  example  of  refined 
and  modern  expression. 


ERIK   SATIE.     Lefils  des  etoiles.     (Rouart  &  Lerolle,  Pubr.) 
Wagnirie  Kaldeenne  du  Sar  Peladan.    (1891..) 
Prelude  to  2nd  Act. 
Dans  la  tete. 


Prelude  to  1st  Act. 

En  blanc  et  immobile. 
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We  often  hear  it  said  that  the  modern  school,  at  its  beginning,  was 
inspired  by  Moussorgsky.  If  some  critics  allow  that  line  of  descent, 
several  composers  affirm  that  they  have  found  their  point  of  departure 
in  the  harmonies  of  M.  Erik  Satie.  These  harmonies  were  written 
twenty  or  twenty  five  years  ago,  in  a  style  independent  of  all  the  tech- 
nical conventions  usual  at  the  time. 

Prelude  to  3rd  Act. 

Courageusement  facile  et  complaisamment  solitaire. 


Is  it  necessary  to  say  that  the  indications  of  style  apply  to  the 
phrases  and  not  to  the  quoted  chords? 
This  work  is  written  without  bar-lines. 
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We  quote  these  harmonies,  leaving  the  reader  to  estimate  them  to 
his  own  liking. 

ERIK   SATIE.     uspud  (1892-93.)     Ballet  Chretien. 

Fragment  from  1st  Act.  (Eouart  &  Lerolle,  Pubr.) 
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(a)  These  two  last  chords  should  be  read  in  the  G  clef.  According 
to  a  note  by  the  author,  this  conventional  style  of  writing  has  been 
adopted  "to  keep  away  the  stupid." 

ERIK   SATIE.     2nd  Sarabande  (1887.)     (Rouart  &  Lerolle,  Pubr.) 
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These  harmonies  (42)  to  (47),  astonishing  for  the  epoch  when  they  were 
written,  are  readily  analysed  by  the  means  which  have  served  us  up  to 
the  present. 

FANELLI.(*)      Tableaux  symphoniques.     (1883.)     (Unpublished). 
From  the  Roman  de  la  Momie  (TH.  GAUTIER.) 
1st  Part. 
Triumphal  Entry  of  Pharoah. 
Allegro  moderate. ^— 


Quatuor  sordini 
(  48  Reminiscence 

p  dolce. 


■ii  in 

confuse  et     lointaine  avant  l'extase  du 

3 


^mm^m^mm 
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The  lower  parts  form  a  succession  of  diminished  5ths  and  minor 
7ths,  proceeding  by  similar  motion  in  all  the  parts,  and  imitating  at 
the  7th  the  two  upper  parts.  These  make  a  succession  of  major  thirds 
deriving  from  the  whole  tone  scale. 

AAA    A 
"  Pharoah "  theme.  I     1    ',     I      A. 


f 


This  passage  is  based  on  the  whole  tone  scale. 

The  quotations  from  the  works  of  M.  Fanelli  have  a  great  interest, 
by  reason  of  the  period  when  these  works  were  written.  Composed  in 
1883,  the  first  part  of  the  "Tableaux  Symphoniques"  did  not  become 
known  to  the  public  until  1912! 


FANELLI.(*) 
1st  Vlns 


Same  Work.     2nd  Part,  1886. 
Dans  ane  salle  du  palais.    Jongleuses  nues. 


String  Quartet, 
50    muted 

PP 
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2nd  Vlns., 
divided 


b& 


J* 
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Violas  divided 


'Cellos  divided 


*  M.  Fanelli  was  born  in  Paris  of  an  Italian  father  and  a  Belgian 
mother.  He  has  always  lived  in  the  musical  centre  of  Paris,  and,  for 
that  reason,  may  be  accounted  as  one  of  the  French  musicians. 


STUDY   OF  MODERN  HARMONY 

Flutes. 
Harps 


131 


(a)   The  successive  entries  of  the  string  instruments  give  a  succession 
of  major  thirds  by  whole  tones  (by  leaps  of  an  octave) : 


I 


S=o 


(6)   Chord  formed  by  the  superposition  of  four  chords  of  \  with 
altered  fifth: 

7  7  7  7 

bt     bt     Q5     05 
— s-H£±g: 


9: 


t=r 
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It  should  be  noticed  that  the  last  chord  G#,  B#,  Dfy,  F#  is  enharmoni- 
cally  an  inversion  of  the  first  chord,  Dt{,  F#,  Ab,  Ctf.  By  treating  the 
notes  enharmonically  the  chord  (6)  becomes  accordingly  a  chord  of 
the  13th  with  alterations. 

FANELLI.     Le  Cauchemar.     1888.     (Unpublished). 
(Victor  HUGO). 
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»:g: 
(a)   Chord  of  the  11th  with  minor  third. 
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Le  monstre  volant  sur  un  lac  du  feu. 
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53  H. 
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_S2_    ^ 

(a)    Chord  of  the  augmented  11th  with  altered  5th  :     *y — b  ug" 

ST 


(6)    Chord  of  the  augmented  1 1th  with  altered  7th  : 


n53 


FANELLI.     Impressions  pastorales.     1890.     (Unpublished.) 
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(a)   Chord  of  the    Biz=bf: 
augmented  11th.  o 


b-e- 


(6)  Chords  of  the  9th  with  altered 
5th  and  a  13th  added.  Progressions 
by  descending  5ths. 


134 


VARIOUS   DEDUCTIONS   AND 
REFLECTIONS 


Some  musicians  will  see  in  the  harmonic  series  the  in- 
dubitable origin  of  the  chords  now  in  use,  chords  which 
their  predecessors  little  by  little  discovered  by  intuition. 
According  to  these  musicians  the  origin  of  these  chords  may 
be  established  in  the  manner  following,  which  leads  up  to 
the  use  of  a  chord  of  the  augmented  eleventh:* 


Sounds  1  and  2 
Octave. 


Sounds  3  and  4. 
5th  and  4th. 


Primitive 
times. 


Sound  7. 


First  centuries 
of  the  middle 


7th. 


Sound  9. 
9th. 


% 


Sounds  5  and  6. 

Thirds  (**) 

and  sixths. 


& 

r 1 

5* 

& 

-$) — 

& — 

<5? 

**> 

S                   o 

z? 

& 

Close  of 
the  13th 
century. 

Sound  11. 

Augmented 

11th. 


-$#- 


« 


:^i: 


"29" 
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Modern  times  to 

the  close  of  the 

17th  century. 


Future  and 

even  present 

time. 


*  M.  Jean  Marnold,  in  the  bulletin  No.  2  of  1908  of  the  "Institut 
Psychologique,"  indicates  very  nearly  the  same  formation  of  chords. 

**  The  third,  which  appeared  in  the  13th  century,  was  used  at  the 
same  time  as  the  fifth  and  the  fourth  in  the  Mixed  Organum.  It  was 
objected  to  by  reason  of  its  dissonance.  Nevertheless,  Jean  Cotton, 
who  lived  in  the  11th  century,  wrote:  "Master  Salomon  has  had  sung 
the  fifth  at  the  same  point  where  Master  Albin  taught  the  fourth  and 
where  Master  Trudon  will  allow  nothing  but  the  third."  That  seems 
to  us  to  indicate  that  two  hundred  years  before  the  date  fixed  by  the 
historians,  the  third,  in  practice,  was  used,  in  the  same  manner  as  the 
fifth  and  the  fourth. 
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Attractive  as  may  be  the  interpretation  given  to  this 
series  of  intervals,  it  is  both  disputable  and  disputed.* 

Some  say,  rightly,  that  the  sound  11  is  no  more  an  F# 
than  the  sound  7  is  a  Bb;  others  affirm  that  the  formation 
of  the  chords  by  superposition  of  thirds  cannot  be  accepted, 
and  that  the  chord  of  the  11th  cannot  exist;  but  their 
opponents  come  forward  and  derive  all  chords  from  a  super- 
position of  thirds. 

We  leave  the  theorists  to  explain  it  among  themselves  and 
say,  following  M.  Marnold,  that  M.  Debussy  has  used  the 
chord  of  the  augmented  11th  in  "Pelleas  et  Melisande." 
We  have  given  an  example  from  M.  Florent  Schmitt  (1), 
and  several  examples  from  M.  Fanelli  (52),  (53),  (54). 


It  is  important  to  notice  that  the  school  of  which  M. 
Vincent  d'Indy  is  the  chief,  is  also  very  modern  in  its  manner 
of  treating  counterpoint.  The  means  of  analysis  being 
different,  the  examination  of  the  methods  in  use  in  modern 
counterpoint  must  form  a  separate  task,  though  on  parallel 
lines  with  the  present.  Notwithstanding  this  we  have 
quoted  several  passages  from  M.  Vincent  dTndy,  because 
it  is  impossible  to  write  a  work  on  modern  music  without 
naming  this  eminent  composer;  his  place  would  be  moment- 
ous in  an  analytical  study  of  works  characterised  more  by 
"horizontal"  writing  than  by  "vertical"  writing.  (12)  and 
(13). 


All  the  foregoing  quotations  bear  upon  harmonic  facts 
typical  of  modern  writing;  their  character  from  the  point  of 
view  of  " composition' '  has  not  been  considered.  There  is 
no  need  to  dissimulate  the  fact  that  all  these  peculiarities 
of  writing,  interesting  in  themselves,  are  nothing  if  they  do 
not  enter  into  the  logical  development  of  a  musical  thought. 
Perhaps  it  may  be  a  reproach  to  some  musicians  that  they 
have  allowed  themselves  to  be  seduced  by  the  search  for  rare 
phenomena,  to  the  detriment  of  inspiration. 

We  often  meet  with  works  so  bristling  with  interesting 
harmonies  that  emotion  is  practically  excluded.  Here  we 
have  a  stumbling-block  which  true  musicians  will  know  how 
to  avoid.  Moreover,  it  would  be  rash  to  pass  judgment  on 
the  sincerity  of  the  emotion  of  modern  composers",  and  a 
musician  who  is  accused  of  "gratuitous  complication' '  often 
only  shows  a  very  sincere  sensibility,  in  a  form  which  to  him 
has  become  familiar  and  personal. 

*  In  the  "Principes  du  Systeme  musical  et  de  rHarmonie"  of  M. 
Anselme  Vinee  (J.  Hamelle,  Publisher),  read  his  theory  of  chords. 
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*  *  * 

New  systems  develop  themselves  from  different  sides.* 
Some  are  based  on  the  harmonic  series,  others  on  the  division 
of  the  octave  into  small  intervals,  while  still  others  bring  the 
division  into  twelve  equal  semitones.  The  partisans  of  this 
last  division  have  not  failed  to  notice  that  modern  composers 
often  write  #  for  b  and  vice  versa,  as  the  two  notations  indicate 


*  We  have  said  in  the  notes  on  page  8,  that  finding  his  works  un- 
intelligible, we  have  scarcely  ventured  to  quote  Mr.  Schoenberg,  of 
Vienna.  Two  bars  from  that  author  will  suffice  to  explain  our  reserve. 
Mr.  Schoenberg  is  a  professor  at  the  Conservatoire  at  Vienna. 


ARNOLD    SCHCENBERG.     Drei  Klamer-Stiicke.     (Universal  Edition.) 

Op.  11,  No.  3. 


Bewegt  ^ 
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the  same  sound.     Chap.  XI  (10),  (20),  (24),  (26);  Chap.  VI 

(4),  (8),  etc.     Still  further,  in  certain  scores  may  be  found 

a  phrase  with  sharps  in  one  part,  and  the  same  phrase  with 

flats  in  another  part,  moving  at  the  octave,  or  in  unison 

with  the  first. 

*  *  * 

It  will  occur  to  no  one  to  deny  to  the  older  technique  the 
possibility  of  chromatic  and  complicated  harmonies.  On 
that  subject  one  may  re-read  Bach,  Schumann,  Chopin,  as 
well  as  Wagner,  who  by  comparison  is  allied  with  the  older 
music  rather  than  with  the  modern  music.  As  to  Beethoven, 
he  seems  to  have  concerned  himself  little  with  harmonic 
research;  in  the  complete  power  of  his  genius,  he  gave 
himself  to  the  development  of  ideas.  This  attained  such 
greatness  that  the  piquancy  of  uncommon  harmonies  became 
useless.  Nevertheless,  he  never  drew  back  from  any  har- 
monic boldness  of  which  he  had  need  for  the  interpretation 
of  his  thought.* 


*  We  have  already  quoted  the  opening  of  the  Finale  of  the  9th 
Symphony  (note,  page  68).  Here  is  another  example  from  the  Finale 
of  the  "Pastoral"  Symphony.  Fetis,  as  a  good  professor  of  harmony, 
corrected  this  passage,  "that  mistake  (!)  of  a  great  artist."  This 
fragment  is  usually  analysed  as  an  entry  of  the  Horn  in  the  key  of  C 
on  a  pedal  on  F.  We  cannot  refrain  from  considering  the  G  as  a  re- 
tardation of  A. 
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Horn. 
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Cellos. 


We  quote  further  the  following  passage  from  the  5th  Symphony, 
which  brought  against  Beethoven  the  most  bitter  criticisms  on  the  part 
of  professors  of  harmony;  — 
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Composers  of  classical  education  may  write  in  modern 
harmonies,**  their  technical  skill  permitting  them  to  attack 
every  variety  of  form.  Do  they  then  perform  this  as  an  act 
of  freewill,  or  do  they  involuntarily  fall  beneath  the  influerce 
of  the  atmosphere  of  to-day?     It  is  a  difficult  point  to  decide. 

Besides,  in  seeking  an  answer  to  our  question,  we  may 
find  that  certain  authors  are  modern  only  in  their  wish  to 
write  remote  harmonies,  and  are  not  led  to  do  so  by  their 
natural  feeling. 


Foot-note  to  p.  137  (cont.) 
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THEODORE   DUBOIS.     Promenade  a  Vetang.     (Heugel,  Pubr.) 
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In  this  short  review  of  the  harmonies  employed  to-day,  we 
have  not  been  able  to  quote  all  composers,  and  we  have  not 
always  given  to  those  that  we  have  quoted  the  important 
place  which  is  due  to  them.  We  have  to  ask  of  them  all  not 
to  see  any  partisanship  in  our  silence  or  our  reserve.  The 
works  available  in  our  library  have  alone  determined  the 
choice  of  quotations.  These  have  been  made  in  a  spirit  of 
entire  impartiality,  without  taking  any  account  of  our  own 
preferences. 
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CHAPTER  XII 
CONCLUSION 

When  it  is  seen  that  each  of  the  passages  quoted  may  be 
explained  by  means  of  the 'older  technique,  the  reader  may 
be  tempted  to  conclude  that  modern  harmony  is  no  other 
than  classical  harmony  treated  with  greater  liberty.  This 
would  not  be  quite  exact.  Strictly  speaking,  nearly  all  the 
new  music  can  be  analysed  with  the  aid  of  the  older  treatises 
on  harmony  and  counterpoint,  modern  authors  having  all 
made  classical  studies,  the  minds  of  the  greatest  innovators 
bowing  involuntarily  to  the  indelible  influence  of  that 
teaching.  It  therefore  results  that  in  the  most  modern  music 
we  may  nearly  always  recognise,  in  spite  of  dissimilarity, 
the  strand  which  connects  it  with  the  classical  technique. 

Nevertheless  it  seems  to  us  that  there  is  in  this  music  a 
new  harmony  in  a  latent  condition,  which  ere  long  will 
break  that  strand,  which  will  throw  down  the  ramparts  with 
which  the  professors  of  harmony  have  involuntarily  encircled 
the  ancient  teaching. 

If  we  have  been  able,  not  without  a  certain  feebleness,  to 
analyse  some  bars  of  modern  music,  artists  will  be  quick  to 
perceive  the  insufficiency  of  our  commentaries.  A  new 
technique  is  required  for  modern  thought.  It  will  not  be 
formulated,  we  believe,  except  by  an  artist  having  the  power 
to  develop  himself  outside  the  schools,  and  it  will  depend 
on  the  position  taken  by  the  theorists  with  regard  to  the 
origin  of  the  notes. 

To  establish  a  system  we  must  lean  upon  something  that 
is  stable;  but  to-day,  we  are  in  the  presence  of  three  series 
of  notes  which,  at  every  instant,  mix  themselves  in  a  most 
illogical  manner;  —  Pythagorean  notes,  natural  notes  and 
tempered  notes.  Choice  must  be  made  eventually,  and  the 
theory  of  harmony  brought  into  line  with  the  instruments. 

In  our  preface  we  examined  the  different  routes  which 
may  be  followed  by  composers  in  a  future  time.  Without 
taking  any  side  in  the  question,  we  may  notice  that  the 
theoretical  division  of  the  octave  into  twelve  equal  semitones 
has  nothing  illogical  about  it,  seeing  that  it  exists  in  prac- 
tice, by  the  use  of  the  instruments  of  fixed  sounds,  and  that 
our  composers  manifest  more  and  more  a  kind  of  indifference 
in  the  choice  between  #  and  b.* 

*  We  have  found  examples  of  this  in  our  best  modern  authors,  who 
cannot  be  taxed  with  ignorance. 
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In  expressing  this  opinion  we  desire  to  give  rise  to  useful 
discussion,  and  have  no  intention  of  extolling  any  new 
system.  Any  other  technique  which  will  abolish  the  ab- 
surdity of  writing  a  music  which  cannot  be  executed,  and 
which  will  open  a  wider  path  for  the  evolution  of  to-day, 
must  excite  the  interest  of  all  musicians. 

But,  it  will  be  said,  this  will  make  it  necessary  to  modify 
the  theory  of  music !  We  do  not  ask  for  this,  but,  why  should 
not  such  change  be  made?  Did  the  Greek  system  prevent 
the  theorists  of  the  Middle  Ages  giving  us  the  hexachordal 
system?  And  has  this  hindered  the  genesis  of  our  present 
system? 

And  do  they  really  imagine  that  this  last  must  remain  to 
the  end  of  time?     This  would  surely  be  too  naive. 

At  the  present  time,  we  have,  old  and  young,  been 
" moulded"  by  a  traditional  technique,  which  does  not  leave 
us  at  liberty  to  invent  another.  To  the  musicians  of  to- 
morrow belongs  the  task  of  building  a  new  musical  system 
responding  to  the  needs  of  composers'  thoughts.  The  music 
of  to-day  will  be  an  excellent  preparation.  To  suppose  that 
melody  will  disappear  in  the  midst  of  harmonic  complica- 
tions is,  we  believe,  an  error.  At  first,  that  complication 
will  exist  only  for  musicians  of  an  incomplete  education, 
and  afterwards,  we  may  be  certain  that  the  melody  will 
extricate  itself  as  readily  from  the  modern  harmonies  as 
it  has  extricated  itself  from  the  harmonies  of  Schumann 
and  Wagner.  These,  to  a  contemporary  of  Mozart,  would 
pass  for  veritable  ramblings.  .  .  Besides,  was  not  Mozart 
accused  of  lack  of  melody,  in  spite  of  the  simplicity  of  his 
harmonies? 

Let  modern  musicians  write  but  the  music  of  their  period* 
and  they  will  have  fulfilled  their  duty  as  artists.  The 
example  was  set  them  by  Schumann,  Chopin,  Wagner; 
Liszt,  Berlioz,  Saint-Saens,  etc.,  who,  at  the  suggestion  of 
their  surroundings,  broke  the  classical  moulds  in  order  to 
formulate  a  music  adequate  to  their  mentality.  The  musi- 
cians of  the  school  of  to-day  have  followed  them  in  this  way. 


*  One  conceives  that  the  older  artists  whose  efforts  were  worthy  of 
admiration,  but  who  remained  enclosed  in  the  circle  of  the  studies  of 
their  youth,  must  be  displeased  at  seeing  a  new  art  brought  to  birth, 
an  interpreter  of  a  mentality  which  is  no  more  theirs  and  which  they 
cannot,  or  will  not,  understand.  An  old  composer,  of  a  humorous 
turn  of  mind,  once  said  to  us:  "In  my  youth,  there  were  two  kinds  of 
music,  good  and  bad;  the  situation  was  very  simple;  one  stood  for  one 
or  for  the  other.  Modern  composers  —  men  of  great  talent  —  have 
invented  a  third  kind  of  music:  disagreeable  music  .  .  .  One  no 
no  longer  knows  which  side  to  take." 
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But  if  the  masters  whom  we  now  quote  freed  themselves 
from  conventional  forms,  they  did  not  change  the  musical 
language  in  any  radical  fashion. 

On  the  contrary  our  modern  composers  have  completely 
modified  the  harmonic  idiom  at  the  same  time  as  the  form. 

We  may  say  also  that  modern  works  give  us  impressions 
of  subtlety  and  charm  more  often  than  impressions  of  power 
and  grandeur.  Must  we  conclude  that  the  technique  of 
which  we  have  quoted  so  many  examples  does  not  lend  itself 
to  the  construction  of  powerful  and  developed  works?  Cer- 
tainly not;  we  could  point  to  compositions  of  the  new  school 
where  these  qualities  are  to  be  met. 

This  school  has  just  made  a  great  effort  to  free  itself  from 
the  past;  we  must  give  it  time  to  take  advantage  of  its 
conquests  and  to  produce  the  works  which  we  have  a  right 
to  expect  from  it.  .  .  .But  if  this  new  art  be  only  a  refine- 
ment of  the  older  art,  arrived  at  the  end  of  its  evolution,  the 
perpetual  advancement  of  the  art  will  not  be  arrested,  and 
we  should  see  new  formulas  arise  of  which  we  cannot  at 
present  foresee  the  character.* 

RENE  LENORMAND. 


*  At  the  beginning  of  this  study  we  predicted  the  coming  of  new 
treatises  of  harmony;  since  the  time  when  the  principal  parts  of  this 
work  were  written,  new  theories  of  music  have  made  their  appearance: 

Principes  du  Systeme  musical  et  de  VHarmonie,  by  Anselme  Vinee. 

Traite  d'harmonie  ultra  moderne,  by  Louis  Villermin. 

/  Moderni  orizzonti  delta  tecnica  musicale.  Teoria  delta  divisione 
delVottava  iu  partiug  uali,  Domenico  Alaleona  (Torio.  Fratelli  Bocca, 
pubrs.,  1911). 
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